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PREFACE 


The purpose of this book is to preserit the Elements of Music 
in a direct and concise manner; to show as simply as possible the 
reason for these things; to give the pupil material for practice 
and instruct him how to use this material. 

Each step is presented in three ways: first, exercises to be 
written; second, exercises for dictation to be used in Ear-training; 
third, exercises for Sight-reading. 

Section A of each Lesson contains the exercises for written 
work; Sections B and C the exercises for Ear-training and Sight- 
reading. 

In class-work it has been found practical to use three fifty- 
minute periods a week, devoting a period to each Section. 

Following is the plan of the book, showing the development 
of the work and the order in which the factors are taken up. 
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EAR-TRAINING AND SIGHT-SINGING 


CHAPTER I 


General Definitions 


Music is an Art, the medium of which is Sound. 

All art-forms, such as painting, sculpture, architecture and 
dancing, are means of self-expression. They differ in the medium 
of expression. The painter uses lines and color; the musician 
uses sound. 

Musical Sound or Tone differs from noise in that it has a 
regular and fixed number of vibrations per second. Tone pos- 
sesses four properties—Pitch, Duration, Quality and Quantity. 
Noise is generally lacking in one or more of these properties. There 
are certain noises which, by their constant repetition, approximate 
sound; such as those made by a motor or trolley car when 
speeding up. 

The Pitch of a sound is determined by the number of vibra- 
tions per second. The greater the number of vibrations, the 
higher the pitch: the fewer, the lower the pitch. If we stretch 
a rubber band and use a ruler as a movable bridge, we are able, by 
plucking the band, to make sounds of different pitches. The 
greater the distance from the ruler to the fixed end of the band, 
the slower the vibrations and the lower the pitch; the shorter the 
distance, the faster the vibrations and the higher the pitch. In 
a piano the longer strings produce the lower sounds. 

The Duration of a sound is the length of time the vibrations 
continue. 

The Quality or Color of a sound is determined by the instrument 
which produces the sound. It is quality which tells us whether 
the tone is that of a voice, violin or piano. 

The Quantity of a sound is determined by the volume; if it 
is loud or soft. 

Musical tones are represented upon paper by Notes. The 
‘notes are placed upon five parallel, equidistant, horizontal lines, 
called a Staff. Each line and space represents a definite pitch 
assigned to it by a key-letter called a Clef, placed at the beginning of 
the staff. Only two clefs are commonly used, the G and F. 

1 


Q Ear-Training and Sight-Singing 


Se 


The G-Clef, which was originally a Gothic letter G, is always so 


placed as to circle around the second line, ——————— 


which determines the pitch of that line to be G; the next space 
above is A; the next line above is B; etc. The space below G is F, 
the line below that is E, etc. Each successive line and space is 
named in alphabetic order until the eighth degree is reached. 
This is a duplication of the first sound and has the same name. 

The F-Clef, which was a Gothic letter F, is placed with its 
two dots on either side of the fourth line of the staff. This de- 
termines the pitch of that line to be F; the next space above is G, 
the next line is A, etc. The space below F is E, the next line 


———————— below is D, etc. Each line and space is 


named in alphabetic order until the eighth is reached. 

In piano music there are two Staves used together, with the 
G-Clef on the upper, which is commonly called the treble staff, and 
the F-Clef on the lower, commonly called the bass staff. This is 
really one large staff of eleven lines with the middle line omitted. 


The eleven-line staff was known as the Great Staff. 


CmreeeacesteretenenersbeeD, 


The great staff was originally invented to accommodate the tones 
for the four voices—soprano, alto, tenorand bass. The center line 
had the pitch C which all the voices could sing, and the lines 
above and below included the sounds within the range of the 
voices. The eleven lines as a unit group were difficult to read: 
therefore the middle line, C, was later omitted, leaving five lines 
above and below. 

Music requires the use of tones higher and lower in pitch than 
the degrees of the staff. We extend the staff for these pitches 


by the use of lines known as Leger-Lines: —= 


For convenience in determining the location or register of 
tones and in learning the names of the lines and spaces, we divide 
the Great Staff into octave groups, thus: 
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CDEFGAB cdef gab ce'dteft gtatb* c?d?e? f* g7a? b* co? d? 6? £9 g¥ a3 b? 
Great Octave Small Octave One-line Octave Two-line Octave Three-line Octave 
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Suggestions for Study: 

(1) Make a Great Staff by drawing a dotted line between 
the treble and bass. Place the following pitches: 
Cc; Cc; Cc, cy at G, gy g’, g; e, d, d?, D, de d3, a’, A; a, ai, E, Se e, 
ee pp, by bi By itt, Bilt 


Example 


(2) After the pitches are written, recite the name and register 
of each without reference to the table. 

(3) Place pencil on a line or space and quickly name the pitch 
and register. 

(4) Place the following pitches in the treble: A, C, F, B, E, 
D, G. 

(5) Place the following pitchesin the bass: D, B, E, C, A, G, F. 


Section B. 


Play c! on the piano. Play c? and listen to its relation to c! in 
direction and distance. Name the staff position of c? (third space, 
G-clef). Play c! and then c. What is the relation in direction 
and distance? Name the staff position of c. Study c® and C 
in the same way. 

Play c. Think the pitch of c!, sing it; play it on the piano 
to test your accuracy. 

Play c?. Think and sing cl. 

Play C. Think and sing c!. 

Think the c occurring between C and c!. Play it on the piano 


to test your accuracy. 
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Play c3. Think and sing c!. Think the c occurring between 
c@ and cl. Test with the piano. 


. 


Play c! Play c! 
naa think c’. eas think c. 
9? c ” Cc? 
99 C3 ” C3 
Sing c!; think c?, test on the piano; place on the staff. 
” c ” 
” C3 9 
99 G ” 
Sing g!; think g, test on the piano; place on the staff. 
” g? ” 
9” g° 9 
” G 99 
Sing f!; think F, test on the piano; place on the staff. 
” f? iB] 
9 f* 9? 
t) ] f 99 
Section C. 


The following exercises are to be sung when in the vocal range; 
otherwise they are to be mentally determined and tested. 


Play c! first each time; think c?—c! c?-c3 
c -c c!-— <3 

Place each on the staff. c -¢C? c’-c 
c-C Cac 
C-cl C-c 
C-c? 

Play c? first each time; think c?-c! c?-c¢? 
ci-'c! cl- <3 

Place each on the staff. c-c? c-—c 
c-C c?-C 
C-c! C-c¢ 
C-¢c? 

Play g! first each time; think g! — g? 
gg 


Place each on the staff. g!'-G 
gee 
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Play e' first each time; think e! — e? 


e!-e 
Place each on the staff. e!—E 
el — e3 
Play c! first each time; think C-—c! —¢? c -C-c! 
cl—-c -C cc’ -¢! 
Place each on the staff. c?—c! —c c-c! -¢? 
c~cl-<¢ C-c-c 
Cc ~c! el gem 
cl!-C-c cf—c -c! 
Play g! first each time; think g!—g? — g? g -G -g! 
ice os Ste By 
Place each on the staff. g*- g'- g g’— g! — g? 
SaaS tik Sa 2s 
CA ey Roa as 
Sake ae oe Siac 
Play e! first each time; think e! — e? — e? e -E-e! 
el~e"= EF = eae 
Place each on the staff. e?-e! —e e* — e! — e? 
eae = et em 6 =F 
E-e -e! e~e =e" 
e!-E-e E-e! -e 
Play f! first each time; think F —f! — f? 
fli-f -—F 
Place each on the staff. f* —f! -f 
fs — {2 — fl 
Play d' first each time; think D — d! —d? 
d'-d-D 


Place each on the staff. d? -d'-d 
d? — d?-d! (etc.) 
Place a! first each time; think A — a! — a? 
a'-a -A 
Place each on the staff. a?—a!'—a 
a’— a? —a! (etc.) 
‘Play b! first each time; think B -— b! — b? 
b!-b -B 
Place each on the staff. b?-—b! — b 
b?- b? - b! (etc.) 


CHAPTER II 


Measurements of Distances 


In measuring distance with a rule, we count from zero. In 
music, when measuring the distance on the staff from one note to 
another, the first note is counted as one and each line and space 
up to the next note as a degree. This is necessary, because each 
tone is one of the series of seven pitches. To find the distance be- 
tween E on the first line of the treble and B on the third line, E is 
one; F in the next space is two; G on the next line is three; A in the 
next space is four; and B on the third line is five. 


—= 


The clock-face is divided into five-minute periods so that 
exactness in time may be the more readily determined. For the 
same reason we learn the relative position on the staff of the third, 
fifth and eighth tones from a line and a space. 


If a note is on a line, the third is on the next line. 

If a note is in a space, the third is in the next space. 

If a note is on a line, the fifth is on the second line. 

If a note is in a space, the fifth is in the second space. 

If a note is on a line, the eighth is in the fourth space. 

If a note is in a space, the eighth is on the fourth line. 

If the position of the third, fifth and eighth tones is known, 


it is easy to place the second, fourth, sixth and seventh tones. 


LEsson 2 
Section A. 


Suggestions for Study: 
(1) Write the 8th, 3rd and 5th degrees on the treble or G-staft 
from C, G, A, E, B and F. 


(2) Write the 8th, 3rd and 5th degrees on the bass or F-staff 
from B, D, F, G, E, A and C. 

(3) Write the 8th, 3rd and 5th degrees on the Great Staff from 
Avctyg?b.t, deats 

Note. This is for drill in spacing, i. e., to learn to use the lines and spaces 
of the staff so that when a note is on the first line we shall know that the third is 
on the next line, the fifth on the second line and the eighth in the fourth space. 


The question of the kind of third and fifth, as in scale and interval relation, will 
be treated later. 
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(4) Learn the name of the 3rd and 5th degrees from every 
pitch. From E the third is G; the fifth is B. From D the third 
is F; the fifth is A; etc. 


Section B. 


In the foregoing directions the expression ‘think C’”’ has been 
used. To think sound means to hear it mentally, to listen to it 
with the inner ear. Most of us can think the tune America with- 
out actually singing it, just as we can think the words without 
actually saying them. To think sound demands concentration; 
and facility in it requires practice; but it may be acquired and it 
must be by the serious student. The beginner in ear-training is 
always tempted to hum the sound he is trying to think. Singing 
has a vital part to play in training the ear, but only as a guide 
and not as a final necessity. Use it as a crutch which may be 
discarded as ability to think sound develops. In practising the 
work as outlined it may at first be necessary to sing the exercises, 
but do not neglect constantly to make the effort to think sound. 


Note. The above does not refer to Sight-Singing, which is quite a different 
matter. 


(1) Comparison of a given tone with the 5th tone above it, 
as C to G. 

If c! is considered 1, then c? is 8 because it is the 8th tone above, 
and g! is similarly the 5th. 

Take c! as 1. 

Play 1-8 1-(e*re*c’). 

Play 1 8 5 (c! c? g?). 

Play these two groups several times and compare the effect 
of each. 

1 8 1 is complete and finished. As a contrast, 1 8 5 is 
unsatisfactory. Stopping on 5, we expect another tone. 

Play 1 8 5 8 and observe that the addition of 8 completes and 
finishes the group. 

Play 1 8. Play 15 and compare with 1 8. Repeat, and 
listen to determine the difference of pitch and the difference in 
distance between the tones. 

(2) Play 8 1; 8 5. Play several times and compare. 
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(3) Listen carefully as you play 1 5 8 5 1; immediately re- 
produce the sounds mentally; in other words, think them. Study 
the following groups in the same way. 

1.85521 8; 1.875528 0215 10521 5 alesse apo ec nome. 

857852828 .5elas ono. 

(4) Play 1. Think 8. Think 5. Sing 5. Test on the piano 

Play 8. Think 1. Think 5. Sing 5 and test. 
Play 5. Think 8. Sing 8 and test. 
Play 5. Think 1. Sing 1 and test. 

(5) Play 15 8. Note the distance from 1 to 5. Try to 
think a sound which may be placed between; find this sound on the 
piano. 

You have probably played the tone e!, which is the third tone 
above c!, and is therefore called 3. Play 1 3 5 8. Compare this 
with 1 5 8. Play each several times. After some study, think the 
sounds in each group. Which group has the more pleasing sound? 

Flay, 8 5al Compare with 8 5 3 1 


TE Reo! i es Fit ee 
Se ieosgs : Be ea bit hig 
Pe Rs ee het BUSS NS SS: 8 
3 3145 855 Aan treet Sept ee Saat 
saga bePiS 8 ees yuh Ss 
Tn yale 5 48 lsd o5S 


Note that the addition of 3 to any combination of 1,5 and 8 
softens and beautifies the effect of the whole group by filling in 
the space between 1 and 5, which alone is hard and hollow. 

(6) Study the following groups as indicated: 

(a) Play each group. (b) Think it. (c) Write on the 
staff in both clefs. 


1358 S993.) So 00k) 3113 SB od 935 15934 
$531 1233-503 1S 8 Siset 541,5.355.0'5.8 
85358 $915 BUSS 85 31.5258 DALES SS 
S537 521 358535 5353134 
1:3:5,3 1 S163, 5 3.5.8.2 oe Gea. t 


£99:57S 52391) 935 S508 Shier st Sts Set 


These groups should be practised daily. Vary the practice by 


singing the groups instead of playing them, but always think the 
sound first. 
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to be practised as follows: 


-Singing, 


(7) Exercises in Sight 


(aye inves 325-6. 


, the 


first 


thinking, 
name and sound. 


(b) Read exercise through mentally, 


next the letter- 


(c) Sing, with number and letter-names. 


(d) Test with piano. 


’ 


number-name and sound 


It is most important always to think the sound of the pitches be- 


fore singing. Use the piano only to test. 


NOTE. 
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C 
(1) These groups should also be practised 


which case B is 3 and Dis5. 


10n 


Sect 


in 


using G as 1, i 


, Aas3 and Cas5. 


Also take F as 1 


Think 5. 


Play 1. 
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Play 5; Think 3. Sing it. Test. 
Ame? Tey, ies ce 

(2alake Gacies Play 1.3.5 8. 

Sing a measure or two of the following songs, and any other 
familiar ones. Decide each time whether the first sound is 1, 3, 5 
or 8. 

America, Star-Spangled Banner, Annie Laurie, Old Black Joe, 
Swanee River, Battle Hymn of the Republic, Glory, Glory, Halle- 
lujah, The Marseillaise, Dixie, Yankee Doodle. 

(Qetiavsi Se hinkelese5aSa Chink:3% Sing it: .Testit. 

Think 1 3 5 8. Think 5; sing and test. 
Bite 135.58; Pers ee ea at! mi, 

Constantly practise this, taking any sound as 1. Think and 
sing 1 3 5 8. Then 1, 3, 5 and 8, in any order. 

An instant recognition of 1 3 5 and 8 is of the utmost im- 
portance. In fact, further development is hindered until one has 
reached some degree of proficiency in this step. 

(4) Exercises in Sight-Singing. Practise as outlined in the 
preceding Lesson. 


ing 


ight-Singt 


ing and S 


an 


Tra 
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CHAPTER III 
Meter and Rhythm 


Meter or Time in music is the regular pulsation which is made 
by a feeling of stress or accent followed by a period of relaxation 
ornon-accent. If we are walking and a band plays we immediately 
keep time with the pulse of the music. 

There are three fundamental meters in music: 

Duple, having an accented followed by an unaccented pulse 


or beat. 

Triple, having an accented followed by two unaccented 
pulses. 

Quadruple, having an accented followed by three unaccented 
pulses. 


These three meters correspond somewhat to our breathing. 
As we breathe, the inhalation corresponds to the unaccented pulse in 
music, the exhalation to the accented pulse. When exercising, the 
periods occupied in inhaling and exhaling are of approximately equal 
duration. This corresponds to duple meter. When we are relaxed 
or asleep the exhalation is from twice to three times as long as the in- 
halation. Thiscorresponds to triple or quadruple meter. It will be 
seen that, in each of these, the breathing begins with the unaccented 
beat, or up-beat. This accounts for the fact that it is more natural to 
begin a composition on the up-beat. Music generally ends on an 
accent. 

Though this regular pulsation does not vary, there are tones 
held longer than the pulse or several tones played upon one pulse. 
To accomplish this a definite mathematical value must be assigned 
to each pulse. 

Rhythm in music is the arrangement of tones of different value 
within the meter. 

When notes of equal value are used throughout a phrase the 
rhythm is Uniform. 

When the value of a note is greater than one pulse, it is known 
as Added Beat. 

When the value of a note is less than one pulse, it is known asa 
Divided Beat. Divisions of note-values are generally by two or a 
multiple of two. 

A triplet is a group of 3 equal notes of the same value as the 
one-half subdivision. The numeral 3 is written under the group; 


e. ee 3 Pr) 


[13] 
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A quintuplet is a group of 5 equal notes of the same value as 
the one-fourth subdivision. The numeral 5 is written under the 


group; e. g., PeErie 


6 


Modern notation employs the following notes: @ a whole; 
dahalf; Ja quarter; 2} an eighth; d a sixteenth; 5 a thirty- 
second; 4S a sixty-fourth.. The round part of the note is known 


as the head. ‘The line drawn to the head of the note is the stem. 
The curved line attached to the stem is the hook. A straight, 


heavy line connecting the stems of notes is called a beam: FTTJ7 


To show passage of time in music when there is nothing to be 
played, we use symbols known as Rests, which correspond in value 
to the notes. 


Whole Half Quarter Eighth Sixteenth Thirty-second Sixty-fourth 


A Dot after a note increases its value one-half; a double dot, 


three-fourths: J..J J J... as 

The curved line connecting the heads of two notes of the 
same pitch, the second of which is not to be restruck, is called 
i | ie 


— 


The stressed and relaxed pulses of a meter may be arranged 
in any order. A Bar is drawn across the staff to show the accented 
pulse of the meter. The group of stressed and relaxed pulses 
which forms the meter is a Measure. 

Two figures, placed after the clef at the beginning of the staff, 
one above the other, indicate the meter and rhythm. The upper 
figure indicates the meter or the number of pulses in a measure. 
The lower figure indicates the rhythm or the kind of note which 
receives a beat. This is the Metric Signature, or Time-signature. 


iS Thus { indicates that there are two beats in each 


measure, and that a quarter-note receives one beat. 
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Half, quarter and eighth-notes are commonly used as units of 
Rhythm. We may have 2/2, 2/4 or 2/8; 3/2, 3/4 or 3/8; 4/2, 4/4 
or 4/8. 

LESSON 3 


Section A. 


Suggestions for Study: 
(1) Write four measures of 2/2, 2/4, 2/8, making the rhythm 
. uniform in the first three measures and with an added beat (one 


note) in the fourth measure. 3 ddiddiddiosn 


(2) Write four measures of 3/2, 3/4, 3/8, making the rhythm 
uniform in the first three measures and with an added beat (one 


note) in the fourth measure. 3d dd:dddidddis on 


Section B. 


(1) In training ourselves to determine the meter and hear the 
rhythm it is first necessary to maintain an even pulsation or beat. 
Count 1-2, 1-2, 1-2, 1-2, and try to keep a steady rate of speed 
(tempo). Walkatasteady tempo, astep toa beat, counting 1-2 as 
youdoso. A metronome is invaluable as a test and a help in this 
practice, just as the piano is in the practice of pitch. 

(2) Tap the beat 1-2, 1-2, with a pencil, using the syllable 
la; intone quarter-note values (sing on one pitch). Tap the beat 
and intone half-note values; hold the tone until you have tapped 
two beats. 

(3) Tap the beat and, using the pitches 1 3 5 8 5 3 1, sing 
the note-values of the following exercises: 


+ i.e., Two beats in a measure.) 


dz 1 beat. 
Wi Le ieee esteo. « a J rd tird ds de 
Mod dita 8 9 aes ) d id re Bee 
So lcite erie an. d-B ad dtd de 
d (3 Two ete measure.) 


Mus idalia ee 
'D) o tidmidditon 
ad gsve ara 
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(2 Two beats in a measure.) 


a): 1 beat. 
wa ddid idds dw Also written did dil dteer ous 
i'd iiesen 1dn 
wd wdtid sau 
@ 7 id dy wd 


CHAPTER IV 
Keys and Scales 


Tone is a term applied to pitch; for example, the pitch C, or 
the tone C. 

Tone is also applied to the distance from one pitch to the 
next upon the staff. There are two kinds of tone, the half-tone 
or semitone and the whole tone.! A half-tone is the difference in 
pitch between sounds made by playing any two adjacent keys on 
the piano. A whole tone is two half-tones. 

If the successive pitches on the staff from G to g? are played on 
the piano, it will be found that they are represented by the white 
keys of the piano. The only white keys which come together, with- 
out black keys between, are E and F, B and C; therefore, the dis- 
tance on the staff from E to F, and B to C, is a half-tone. The 
distance between all other successive pitches is a whole tone. 

A Key is a family of seven related tones. These tones are all 
derived from one tone, the head of the family, called the Key-tone. 
If a vibrating string gives the pitch C, and we wish to find a tone 
most nearly related in vibration, but differing in pitch, we would 
first divide the string into halves and set either half in vibration. 


Either segment 


vibrates twice as fast and gives the pitch C, one octave higher. 
Next try dividing the string C into thirds, and set the two-thirds or 
longer segment into vibration. This gives the pitch G or the 
fifth tone above C. This fifth tone is the most nearly related 
tone, differing in pitch, to the fundamental. In the same way 
the next nearest related tone will be two-thirds of G, ora fifth 
above G, which is D; the next, a fifth above D, which is A; the 


ty) 


4 


next, a fifth above A, or E; next, a fifth above E, or B. == 


Tones of Key 
Conversely, if D is two-thirds of G, and G two-thirds of C, 
C must be two-thirds of a tone a fifth below, or the tone F. We 
now have seven different pitches all derived from C, and therefore 
1Also called half-step and whole-step. 
[17] 
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related to C. These pitches constitute the Key of C. C is the 
Key-tone, 


= 
12S 4 be Oa eB 


Tones arranged as scale. 


When the seven pitches are arranged in the progressive order, 
CDEFGABC, they form a Major Scale. Numbers are 
used to designate scale-steps, the key-tone being 1, the next 2, 
etc., to the eighth tone, which is a duplicate of the first. 

The staff is composed of whole tones and half-tones, the half- 
tones between Eand F, Band C. As the Major Scale of C and the 
pitches of the staff are the same, the major scale must be com- 
posed of whole and half-tones, the half-tones between 3 and 4, 
7 and 8. The major scale may be constructed from any pitch. 
If the major scale is constructed from any pitch but C, accidentals 
will have to b> used to bring the half-steps in the proper -places, as 
the only half-steps on the staff are between E and F, B and C. 

There are five accidentals used: 

A Sharp (#), which raises the pitch one half-tone. 

A Flat (b), which lowers the pitch one half-tone. 

A Double Sharp (X), which raises the pitch one whole tone. 
A Double Flat (bb), which lowers the pitch one whole tone. 
A Natural (4), which restores a note to its staff pitch. 

If we start a major scale on G, the pitches are G, 1; A, 2; 
B, 3; C, 4; D, 5; E, 6; F,.7; G, & 

Now, in a major scale, the half-tones must occur between 3 
and 4,7and8. There isa half-tone on the staff from B (3) to C (4); 
but from F (7) to G (8) is a whole tone. Hence, it is necessary to 
raise the pitch of F to F#, in order that the half-tone shall fall 


between 7 and 8. 
15) 223 464 2 8 


1 2.932406 Cate 8 


In the same way, if a scale is constructed from F, the pitches 
are F, 1; G, 2; A, 3; B, 4; C, 5; D, 6;E, 7; F, 8. Ina major scale 
the half-steps must lie between 3 and 4, 7 and 8. From A (3) toB 
(4) is a whole tone, so the pitch of B must be lowered to Bb. This 
leaves a whole tone from Bb (4) to C (5), as is needed from 4 to 5S. 
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There is a half-tone on the staff from E (7) to F (8). The major 
scale is constructed in the same manner from every pitch. 


i_o 
mr a? ae Wa er ae ery 


Besides numbers, names may be applied to the tones of the 
scale. As scale-tones are tones of a Key-family and are related 
to the head of the family, or Key-tone, so the members of the 
family are named as they are related to the head. 

The head of the C family is C, and is named the Tonic. The 
eighth tone from the Tonic is the Octave. When seeking the 
different tones of a Key, the fifth was found to be the nearest 
related tone differing in pitch. This is the Dominant. 


If a tone is placed on the staff midway between C and G, it is 
E or the third, which is the Mediant or middle tone. As C is 
on the line, the fifth or Dominant is on the second line above; so 
F, the fourth tone, which is on the second line below, must be the 
Dominant below, or the Subdominant. If A, the sixth tone, is 
placed midway between the Tonic and Subdominant, it will be 
the middle tone below, or the Submediant. D, the second, the tone 
above the Tonic, is the Supertonic or Second Dominant. B, the 
seventh tone, which progresses into, and seems to prepare, the 
Tonic, is the Leading-tone. 

There are two kinds of half-tone progressions: 

(1) The half-tone progression from a tone of one letter to a tone 
of another letter. This isa Diatonic Half-tone. E to F is diatonic. 

(2) The half-tone progression from one tone to another of the 
same letter, the pitch having been changed by an accidental. 
This is a Chromatic Half-tone. E to Eb is chromatic. 


Section A. Lesson 4 


Suggestions for Study: 
(1) Construct in the treble and bass the Major Scales of C, 
G, F, D and Bb, using accidentals to establish the whole and half- 


steps in the proper places. 
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er 
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(2) Write in the treble and bass the following scale-steps in the 
keys of C, G and F, using accidentals: 

1.2 42306558755 
87835432657 
85786423165 

10453221630 55625) 7 Seg 25 snc oe 


*Nore. The line under a figure indicates that the scale-step is above eight. 
The line over a figure indicates that the scale-step is below one. 


gro 2 
78 


(3) Learn the terms applied to scale-steps. 

(4) Learn the names of the pitches of 1, 3, 5, 8, of the above 
keys. (Example: The 5th of D is A; the 3rd of Bb is D; etc.) 

(5) Arrange the following pitches in the key of C in four 
measures, using a half-note as the rhythm; the rhythm uniform 
for the first three measures; an added beat in the fourth measure; 
set the proper metric signature after the clef: 

LY 5732455 925 
1353582878 


» 


Section B. 


(1) Sections of the Scale between 1, 3, 5 and 8. Method of 
practising the following: 

(a) Play 1, 3, 5, 8 from C. 

(b) Think the sound of the first group. 

(c) Sing it, first by number, next by letter. 

(d) Play it as a test of accuracy. 

(e) Represent on staff in both clefs. 
Repeat this method with each group. Then sing through the 

entire list, as written, reading from the representation on the staff. 


123 and321 


13 12:3'153:9'8 9k 2383-211 1321 

123 12313 P23 5321. ots 2s 
1235 Le2raio 3 12:3 3°85 3:2: eles Qala 
12358 12351 Siseeetas2, 7 
152.3 3:5:558 11273 5215.8 PS: S2t 


18321 


Keys and Scales 2) 


3 45 and 5 4 3 


35 3458 34583 345543 
345 34518 34585 38543 
34531 34513 31345 54353 
34538 34515 35345 354351 
3451 34581 38345 

5678 and8&765 
58 567815 3.05118.0-3 0 0 54,.0.5 876535 


5678 56785 BOW Soo 609513 6 7 OD 8:76.53 8 
Sor 51 8S8S5676 8385678 -5S18765 858765 
ists eS iE ed nO Sal. 5625.5, 1.0.5.3. 1.8.3.8 1.65 
5 6°7'Siae ago 0 7-85 ood 3 07 8 8765-31 818765 

These groups should be practised daily, using C, as 1, the 
first day; F, as 1, the next day; and G, as 1, the day after. 


(2) Exercises in Sight-Singing: 


Note. Read exercise mentally before singing. 
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Section C. 


(1) After some practice, study the groups of Section B in 
the following manner, using, for example, 1, 3, 4, 5: 
(a) Sound C on the piano; think and sing 1, 3, 5, 8. 
(b) Think and sing 1, 3, 4, 5, by number and letter-name. 
(c) Sound G; call it 1. Think 1, 3, 5, 8. Think 1, 3;-4, 5: 
sing and test on piano. 
(d) Sound F;callatils Think 13:3, 5, S28 Dhinks) 30455: 


sing, and test on piano. 
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(2) Practise these groups as follows: 
(a) Sound the key-note. 
(b) Think:t, 3, 5, 8: sing it. 
(c) Recite the numbers of the group; try to think the sounds. 
(d) Sing the numbers; test on piano. 
(e) Recite and sing letter-names. 
These groups should also be used for dictation. Have 
someone help you by playing them on the piano. They should be 
dictated as follows: 


(fs Play -15,53,,355.5% 

(g) Play the group. 

(h) The listener should sing the group in order to memorize 
it, using the syllable Ja; then he should write down 
the numbers from memory, and finally place the 
pitches on the staff; use both clefs. 

(i) Compare what was written with what was played. If 
there is a mistake, sing the correct and incorrect 
versions several times until you realize the error. 


inging 


d Sight-S 


ming an 
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(3) Study 3/4 meter exactly as you studied 2/4. 

Counts!; (2.43331, 2n0701, 2,103 1, 2, 3, maintaining a steady 
tempo. 

Sing a tone to each beat; also walk a step to each beat. 

Sing one tone and tap three beats. This sound is represented 
thus: d 

Tap 1, 2, 3, and sing the following: 


Wis ed vdidiseidts 21d: 4 
8 aided ' td u emorize, and write 
Af Sepa rane H ij a abel 


'o m= fw 


Pas oe Pt 
é 
/ 


wieiaia tie: Ne) coos 
g} Seda ws? a | Aull “ Write in 3 ana 8 
wee O80 Joa -d x) Dat rent Je : 
Lesson 5 
Section A. 
Suggestions for Study: 


(1) Construct the Major Scale in the treble and bass from 
C#, Db, E, Eb, F#, Gb, Ab, A and B. Use accidentals to bring 
the whole and half-steps into their proper places. 

(2) Indicate on the staff the following scale-steps in the treble 
in the keys of D, Bb and A: 15365435 87 8. 

(3) Indicate on the staff the following scale-steps in the bass 
in the keys of Eh, Eand Ab: 143265 4 3 587 8. 

(4) Indicate on the staff the following scale-steps in the treble 
in the keys of B, Dp, F#:85786432571. 

' (5) Arrange the following pitches in the key of A Major, in 
four measures of a quarter-note rhythm, the last measure to be an 
added beat of one. note: 

$238874°3°2 322571. 
S5787345 1, 1. 
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Section B. 


(1) Play C. Sing 1234567 8. Repeat, singing the 
lettes C DEF GA BC. Sing the scale from G, first using 
numbers, then letters. 

What accidental is required? Why? Always name the acci- 
dental when you call that tone by its letter-name. 

(2) Turn to the groups of numbers on page 20, Lesson 4, 
Section B, and sing by letter-name, using Gas 1. Write in both 
clefs. 

(3) The following exercises are for singing and for practice in 
dictation: 

(a) Sing by numbers. 
(b) Dictation: 1. Sing the group of tones played on the 
piano, using /a, in order to memorize the sound. 
2. Think the numbers. 
3. Write the pitches on the staff in key of G. 
4. After you have written the pitches on the staff, sing 
them by number. 
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Section C. 


(1) The Study of 2/4 with Pitches. 
The following exercises are for practice in dictation: 
(a) Have someone play the melody several times until you 
can remember it. 
(b) Test your memory of the melody by singing it, using Ja, 
and tapping the beat. 
(c) Analyze the rhythm. Each melody is a phrase. 
Represent the note-values without pitches. Example: 


No. 1 would be represented thus: 4 é / 'd d id 4 : J : 


(d) Analyze the pitch. Write the numbers. 
(e) Represent on the staff. 
Sometimes you can vary this practice by writing the exercise 
in a different key and note-value, and by writing it on the bass staff. 


Nos. After singing the melody as indicated in Step B, above, make it a 
habit to think sound. Never hum the melody. If your memory of it fails, 
have it played again. 


: d Sight-Singing 
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imes, using 


hem several t 


inging t 


them by s 
proceed as indicated above, analyzing the rhythm and pitch, and 


memorize 


If you cannot find someone to dictate these melodies to you, 


the staff 


(2) Exercises in Sight 


represent 


. 


ing on 


-Singing 


CHAPTER V 
Key-Signatures 


We have found that, in writing music in any key but C, there 
are tones which must be altered by accidentals in order to produce 
the correct form of the major scale. Instead of writing the acci- 
dentals before these tones each time they recur, they are placed 
at the beginning of the staff. 


The accidental, or group of accidentals, at the beginning of 
the staff is called the Key-Signature. 

The number of sharps or flats denotes the Key. 

In the series of the major scale tonics constructed on the tones 
found by dividing the string C into thirds, each new tone is a fifth 
from the preceding tone. The tones above C are G, D, A, E, B, F# 


and C#. 
=a The scales built upon these tones as key-tones, 
2B require the use of sharps to bring the half-steps into 


2A the right place. These are known as Sharp Keys. Each 
ec new key adds a sharp, which is the seventh step. 

The tones found below C are F, Bb, Eb, Ab, Db 
bsat and Gb. Scales built upon these tones as key-tones 
bech require flats to bring half-steps into the right place, 

and are known as Flat Keys. Each new key adds a flat, which 

is the fourth step. 

The most comprehensive arrangement of these key-tones is 

shown upon a clock-face, placing 

shpat O Wis Sy C at twelve o'clock, each new 

sharp key an hour to the right, 

2bpb Def and each new flat key an hour to 

the left. The hour at which the 

key occurs gives the number of 

A 3t sharps or flats in the signature. 

A is at three o'clock (halfway), 

aPab E4# and has three sharps in its sig- 

pb A nature; Eb is halfway on the 

5b C# Gb re Cb st other side, and has three flats 
6b gy 7 in its signature. 


[29] 
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Gb and F# occur at the same place, also Db and C#, and Cp 
and B. If the scale from Gb and F# is played on the piano the 
same (piano) keys are used. The same is true of Db and Cz}, 
Cb and B. For every flat key there is a sharp key; thus, Ab is G#, 
Eb is D#, F is E#. Conversely, every sharp key has a flat key. 
In either case there result keys with double-sharps and double-flats. 
This is found to be impracticable on account of the difficulty in 
reading. Compositions are seldom written in Gb or C# major. 

The accidentals used in a key-signature are arranged in the 
order in which they occur as the new keys are constructed. Each 
accidental is placed a little to the right of the preceding accidental 
and in a definite position on the staff. The first sharp key is G, 
adding F#, which is placed on the fifth line of the treble and fourth 
line of the bass; the next key is D, adding C#, placed in the third 
space of treble and second space of bass; the next key is A, adding 
G#, placed in the space above treble and fourth space of bass. Each 
succeeding key adds a sharp. The sharps are arranged as in the 
illustration. 


The first flat key is F, adding Bp, which is placed on the third 
line of the treble and second line of the bass; next Bb, adding Eb, 
etc. The flats are arranged as in the illustration. 

It is necessary to learn the names and number of sharps or flats 
in the key-signatures. ‘To tell the key from the signatures, the last 
sharp in the signature is the seventh of the key. If the last sharp 
is A#, the key is B. The name of the next to the last flat in the 
signature is the name of the key. 


LEsson 6 
Section A. 


Suggestions for Study: 

(1) Write in the treble and bass the 1, 3, 5, 8 of all major scales, 
using signatures. 

(2) Study the position of the keys upon the clock-face; then, 
looking at the clock, recite the keys in order. Name keys, jumping 
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to different hours. In this way the number of sharps or flats in the 
signature will become familiar. 


(3) Learn to recite the sharps in the order in which they occur: 
F#, C#, G#, D#, A#, E# and B#. 
Learn to recite the flats: Bb, Eb, Ab, Db, Gb, Cb and Fp. 
(4) Learn to determine quickly the key from the signature. 
Make each sharp the last of a signature and recite the pitch one 
half-tone higher, as: F#, G; C#, D; etc. 


Section B. 


(1) Review exercises of Lesson 2, Sections B and C, page 8, 
also Lesson 4, Sections B and C, page 20, singing numbers and 
letters, using C, F and G as 1. 

(2) The following exercises are for singing and dictation: 

(a) Sing by numbers and letters. 

(3) Dictation: 

(a) Sing the group of tones played on the piano, 
(b) Think the tones and numbers. 
(c) Write the pitches on the staff. 
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(1) Study of 3/4 with pitches. 
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dictation. 
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Section C 
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The following exercises are for practice 


according to directions given in Lesson 5 


’ 


-Singing: 


(2) Exercises in Sight 
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CHAPTER VI 
Rest and Active Tones 


In every scale there are certain degrees upon which we may 
stop and feel at rest, and others which seem to the ear to demand 
progression or resolution. 

If a melody ends upon the first or the eighth degrees, it is 
finished; if it ends upon the third or the fifth, it is finished, 
though giving the impression of an upward or questioning inflection. 
Try to end a melody upon the seventh degree, and the ear demands 
that the eighth follow; upon the sixth degree, and the fifth must 
follow; upon the fourth degree, and the third must follow. The 
second degree seems to progress either to the third or the first. 

The tones 1, 3, 5 and 8, upon which a melody may end, are 
Rest Tones or Inactive Tones. 

The tones 2, 4, 6 and 7, which demand resolution, are Active 
Tones. 

In science, all active particles seek the nearest rest. In music, 
all Active Tones seek, or resolve to, the nearest Rest Tones. 


LESSON 7 

Section A. 

Suggestions for Study: 

(1) Learn the Rest Tones in every key, i. e., 1, 3, 5, 8, from 
every pitch. Example: D, F#, Aand D; Eb, G, Bb, Eb. 

(2) Make each of the following tones the 7th of a scale; 
resolve them, and name the key to which each belongs: B, G#, Dd, 
FH, Ad, C#, E#, E, D, A, C, G, F, Bd. 


Example: a 


c 
(3) Make each of the following the 6th of a scale; resolve, 
and name key: A, Eb, E, Bb, F#, C, B, F, C#, G, D#, G#, D, Ab. 


Frample: $= 
6 6 
1°4 


(4) Make each of the following the 4th of a scale; resolve, 
and name key: F, D, G, C, Ab, Cb, A, E, Eb, Gb, B, Db, Bb, Fb. 


Example: 
4 8 


[ 34} 
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Section B. 


(1) Activity and Rest: Study of the 7th Step. 

Playa is. 5 u5. 

Play 135 8 7. 

Compare the effect of the first with the second. The first is 
final or satisfying in its effect. The second is the opposite. When 
we pause on 7 we feel that it must go to 8. 

1 3 5 and 8 represent rest. Any other tone is active and must 
progress (resolve) to one of the rest tones. Play the following, 
pausing on 7, and then carry it forward to where you feel it should 
go: 

Se iweleo3 200 eSeG hie 785 1857: 

You may always recognize 7 by its strong tendency to resolve 
to 8. 

(2) Study of the 2nd Step. 

Play 5 3 1. 

Play 5 3 2. If you pause on 2 you will feel its tendency to go 
down to 1. 

Piaysooee2cl. 

Play 5 3 2 3. This also isa possibility, as 2 may go to either 
1 or 3, because both 1 and 3 are rest tones. However, 2 is most 
easily recognized by its downward tendency to 1. 

(3) (a) Sing the following. (5) Place on the staff, treble and 
bass clefs, in C, F, G. (These tones on staff may be referred to 
later and sung by number and letter.) 


151 Wear siez eet 5.4 312-107 1.13 2:1 1538321 
171 (30s Sito 1545,8:1-7 1. 11323 1532321 
£35051 32 sey 1 S817 1 135323 1831321 
13 tel tee to5-5e 15171 13583231835323 
1 SOMES tots Soret 13171 1532358 

Wi meme Biss 1aget G8 (355 107) ties 5 Ship 7a 
Woe a os eee est | 35151 318°5 515-71) 54.5.8 .1e7. 1 
Reese 6 Vg oto ott. 8581-35 

5S doh, eee 51S Al tet oly eh Blame Sef it 2:3 

Lye Bi fa 58171 57135 571 
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32321) 3.2:1:2.3°2'3 5370105 2 oo Oe eee 
OP fib Bs Po te) G5: 3)2 5, So shoporei ai ae 
323.51 3 5:8)3i23- octal 225 We Bop calecelyy 6 
312130135 Smombecile 2s 


9.9:2.3. 1 eo ios Or cde Oo Load LEAN a ee PPAR et os) 
5321 Secale cet Seb 2ie3 251i Gate le 5 
SS 2d eo ma leek 500.03 21 eo Sioa ty Sues 


1:3.2187et 5 (802-8, 708 o wads 5: S28 18 5878 
3 Ag2i167 4121 S83 21807. San8 5083-8588 Si 
9530513 2 days bees S342 201: 5:27 tees) 81392 87 Se ST 
4:5 eeels 210931 2-31.47 1) 5eSi ee 1 S 3 iselerst 
35323171 5 721245 828.853 deseo 


(4) The following should be studied in two ways: 
(a) Sing by number and letter; then with Ja; memorize; 
then write in another key. 
(b) Dictated; sung with Ja; sung by number and letter; 
represented on the staff in C, F or G. 


Ra Roa a ee 


U 8 9 10 11 
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(5) The Study of J @ in}. 


(a) Tap the beat. 


(b) Sing the rhythm. 
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It is also good practice to rewrite each exercise, after memori- 
zing, in another Key and another time-value. 

Thus 1 may be rewritten in G, in 3/2; 2 in C, in 3/8; 3 in F, 
in 3/8; 4in F, in 3/2; 5 in C, in 3/2; 6 in C, in 3/8; 7 in G, in 3/4; 
8 in G, in 3/2. 

(7) Exercises in Sight-Singing: 


39 
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Section C. 


(1) Study of 6 and 4 as Active Tones 
(a)-Play les eseoel. 
Play 1 6. Pausing on 6, you will feel the tendency 
to resolve to 5. 
Play 1 6 5 and feel the activity coming to rest; 6 may al- 
ways be recognized by its downward tendency to 5. 
(b) Sing the following, always pausing on 6 to feel its 


activity: 
13565 3565 5658 5 OI 16571 
1565 38565 58565 5878565 
16531 31565 553.5. GeSie Gaius. Suk 
1969564332213 1615 56571 3565323 
1658 3.5:1:3.5.6.5-= 5:0 5.8.25 01.0 paler 


(c)EPlayst.22322-1; 
Play 1 4. Pausing on 4, you will feel its downward 
tendency toward 3. 


131 1343143 834321 512343 58543 
193434 lA 37 eee Set aes 54:3 5878343 
4391) 1.431 oe B550t 5 ie ee seta ese) eke ee) 
143421531432. 83453 Leip ae A) 534323 


15343 1435828 835343 5121 3.4)3,6 7-148 
Boia 21 5,1°2:1'4 3" 7 533'3 343 


(d) Sing 4 and 6 in same groups: 


1431 8343565 5435658 3165143 
16531 5314365 511453.1 6.5 32343 
153.453 'S:675 4517-1435 GS 8165143 

143165 


We have now completed a detailed study of each of the active 
tones. One, the 7th step, has a decided and very strong activity 
upward to 8. 

The other three active tones all have a downward tendency 
to 1,3, or 5. Therefore it is obvious that only by a definite assur- 
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ance that the tone of resolution is 1, 3 or 5, can we be sure that the 
tone in question is 2, 4 or 6. 

For this reason it is good practice continually to review the 
groups which contain only 1, 3, 5 and 8. Make it a daily habit 
to sing 1 3 5 8, in order that you may become positive in your 
determination of 1, 3, 5 and 8. Thus you will solve the next 


question, because at the same time you will become positive of 
7, 2, 4 and 6. 


(2) Exercises for Singing and Dictation: 
Study of the 6th Step. 


inging 


d Sight-S 


aning an 


Ear-Tra 
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Study of 4th Step 


(3) Melodies for Singing and Dictation 
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The above should be memorized and rewritten in different 


keys and time-values, 


as suggested before on page 38 


ises in Sight-Singing: 


(a 


(4) Exer 


inging 


° 


d Sight-S 


ning an 
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CHAPTER VII 


The Minor Mode 


The term Mode means style or manner. In music it applies 
to the arrangement of the whole and half-steps in the scale. We 
commonly use the Major Mode and the Minor Mode; major 
meaning greater; minor, lesser. 

The Minor Mode is formed by lowering by one half-tone the 
third and sixth degrees of the Major. The general impression of 
the minor mode is that it is sad and gloomy, while the major is 
bright. This may be somewhat true, yet one of the most sad and 
impressive of funeral marches, the march from Handel’s Saul, is 
in major. Many of our gay and popular tunes, like the Irish and 
Scotch dance-tunes, are in minor. 

The Minor Scale is formed by lowering the third and sixth 
degrees of the major scale. This brings the half-steps between the 
second and third, fifth and sixth, seventh and eighth degrees. C 
major and c minor have the same letters for each degree; the 
pitch of the third degree (E in major) is changed to Eb in minor; 
of the sixth degree (A in major) is changed to Ab in minor. The 
first, second, fourth, fifth and seventh degrees remain the same. 

Rest Tones (1 3 5 8) are the same in major and minor. 

Active Tones (2 4 6 7) are the same in major and minor. 
They resolve in the same manner. 

Capital letters are used for major, small letters for minor (C 
major, C minor). 

Each major scale may be made minor by lowering the third 
and sixth degrees. 

Major and minor scales with the same Tonic are Parallel 
Major and Minor Scales. 


_————— 


LEsson 8 
Section A. 
Suggestions for Study: 
(1) Write the major scale from all pitches in treble and bass 
[45] 
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with major signature. Make them minor by lowering one half- 
tone the third and sixth steps. Example: 


(3) Complete the following, the second measure with an 
added beat on accented pulse, the third measure with a divided 
beat. (The first measure shows the meter and rhythmic unit.) 
Review Chapter III for Added and Divided Beats. 


A d 8 A ane) Te Ieee 
‘epee t air d ae sd: i] 
god DibNFs i den 
oad ' dvdr’ ied " 


Section B. 


(1) Minor Mode: 
(a) The minor scale of c is derived from the major scale of 
C by lowering the 3rd and 6th steps. 
Sing: 1234567 8inC; sing it again, lowering 
the 3rd and 6th. The result is c minor. 
Sings) 8) 7.6 5.4 322.15 hirst.in, GC thenan c. 

Practise the scale, first in major, then in minor, ascending and 
descending from any pitch. The minor can be clearly understood 
only by constantly comparing it with the major mode of the same 
name. Thus, C major and c minor, and G major and g minor; 
F major and f minor; etc. 


(b) Sing 1 3 5 8 in C major; make it minor by lowering 
the 3rd. 
Sing 8 5 3 1 in the same way. 
Play 1 3 1 7 1 in major; make it minor by lowering 
the 3rd. Pause on 7. It will resolve as in major. 


The Minor Mode AT 
————eaeeen oes 


Play 1 3 1 2 in major and minor. 
or 3 in minor as in major. 

Play 153)4,3 1 4 3. 

Play 13565 16 5; 4and 6 resolve the same. 

C major and c minor are two expressions or modes of the same 
key. The difference between the modes is superficial; the likeness 
is fundamental. 

(2) (a) Sing each of the following groups first in major and then 
in minor, lowering the 3rd and 6th. Sing each several times, chang- 
ing from major to minor and from minor to major, until you realize 
the similarity of effect and at the same time the difference in the 
color or quality. As before, use the piano as a test of accuracy. 


2 will resolve to 1 


9535341 1355 O53 te el Oley) 612.1432 1 
its 531. 1315.65 134321 1815.3 218233 
1331 1565 133 45352-3110 1-856 .5.34 
15321 ease 156538 $223,533 2A 
1551 bec ee BYR 157/15305737 1 eee seat i1 
32713531 343565 343565828 
3213543 SAT) 3° 15:43 87:8 
Biuteset 35828 cBtaeke ree 
34351 3565878 3156538 
5312321 a ke 1 es RR Die BE) 
5358531 Sef legal yl lney ge YAS 
5356538 582838 Siiuyel-3. ost 
5878531 5878531 571358 
ea teetee s t5tg 2 1 S155 12:3 
1543431 COOLEST S eS OE 
Liss nt ee Oo el 3 457143 
5432321 5716538 3458543 
5712343 BOS ee 5d Se 354-7 1239243 
5653121 Seeeiees 3.58 613 4:35 6.5 

B78 5 616-4 

BED 8 Safelgoel 


(b) After singing each of the above groups in major and 

in minor, sing through the entire series in minor. 
(3) The following groups may be sung, and also used for dicta- 
‘tion. Sing in minor and also in major, disregarding the accidentals. 
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Then sing through 


Change the mode for each group several times. 


the entire series in minor 


C minor 
1624 


4 
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Section C. 
Study of the Divided Beat: 
(1) Tap 1 2 and intone the following: 


PEPE ae RENO ET 


Then divide the beat, tapping 1 2: 
dgppise peer rer 
U 2 1 2 ‘ 2 ed, 


The meter or regular pulsation is always physical and may be 
represented by movement of the arm or foot. All rhythms, i.e., 
subdivisions, are mental and should be thought, not indicated by 
physical movement. 


Learn the arm-movements down-up | 4 {2 to indicate the 


beat. Repeat the above, using the arm-movements instead of 


tapping. 
Practise the following: 
ay J Jd fd y ples ee Bas 
Down up 
CRUDE e Yd devia air 6 
Co madeid dase dalg.d:« 
a dudiad dtd id 7 ge ae dian 
GES oh? pe ee? a it ms Hi DP Oe PE ea 
c dveavd dai P| d « 
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(2) For Practice in Singing and Dictation: 


Rhythm and Pitch in minor. 


After writing, rewrite in a different note-value. 


(a) Sing each exercise in Major, using numbers and letters. 
(b) Repeat, making it minor by lowering the 3rd and 6th 


(3) Exercises in Sight-Singing: 


steps. 
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CHAPTER VIII 
Minor Signatures 


Minor Keys have no signatures of their own. 

Composers, when seeking variety, often repeat a few measures 
of a major melody, keeping the same tones and major signature, 
but make it minor by lowering the third and sixth steps. For 


example: 


Beethoven 


t Phrase tn major & Repetition of Phrase 1 made minor by lowering C 


Composers, when writing an entire composition in minor, 
borrow a major signature, which lowers the third and sixth steps of 
the major key. This saves the labor of writing accidentals before 
these tones. The signature for the minor key is borrowed from the 
major key of the same name as the third step of the minor scale. 


As the borrowed signature lowers 

————a not only the third and sixth steps but 

—————— also the seventh step of the major, it 

S will always be necessary to raise the 
seventh step. 

Major and minor keys with the same signature are called 


Relative Major and Minor keys. 


_ Note: C minor and Eb major are not the same keys. They are different 
tonalities, having different rest and active tones. C major and c minor are the 
same tonalities, having the same rest and active tones. Only the mode is 
changed, ' 
As the major keys were arranged on the clock, the minor keys may be 
placed opposite the major keys with the same signatures. The keys of ab, d¥ 
and a# minor are seldom used. G# minor, the relative of B major, has no 
parallel major key. 


[52] 
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Section A. 


Suggestions for Study: 

(1) Write, in the treble and bass, the major scale from all 
pitches with the major signatures. Make them minor by lowering 
the third and sixth steps. Under each write the same minor scale 
with the borrowed signature. Raise the seventh step. 


(2) Place the following scale-steps in treble and bass in keys of 
a, e, b and f# minor, using borrowed signatures: 135657 8. 

(3) Place the following scale-steps in treble and bass in keys of 
c#, g#, d and g minor, using borrowed signatures: 8 5 65 4 3 
2 Seeks 

(4) Place the following scale-steps in treble and bass in keys of 
f, bb and eb minor, using borrowed signatures: 153657 8. 


Section B. 
(1) Exercises for pitch. To be used for singing and dictation. 
(a) Sing by numbers. 
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(2) Exercises for Dictation and Memorizing: 
(a) After writing in major, alter to minor with accidentals 
and sing in minor by numbers. 
(b) Write from memory in minor with proper signatures. 


Note. In dictating melodies with divided beats, first play the melody 
through with a simple accompaniment to establish the pulsation and tempo. For 
example, Nos. 1 and 3 could be played this way: 


After the pupil has determined the meter, he should make an 
outline of the four measures, using dots to represent the pulses. 


4& 


As the melody is replayed, place the pencil on a dot at each 
recurrence of the pulse. Decide how many notes there are to the 
pulse, or if there is one note for two pulses. When there is one 
note to the pulse, leave the dot. If there are two notes, write 2 


Minor Signatures 


under the dot. If one note for two pulses, tie the dots. The rhythm 


of No. 1 would be outlined 


write the numbers of the 


de, 


iS ma 


After the rhythmic outline 


pitches in the usual way. 


-Singing: 


(3) Exercises in Sight 


- Section C. 


owing: 


the foll 


(1) The Divided Beat in 3/4. 


Tap 1 2 3 and intone 


—e 8 


Qe 
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Dividing the beat: 
SILAS id did ie (dase oma 
1 2 8 1 2 8 1 2 3 
Arm-movements for 3/4 are Down-right—up \N 
1 


Practise the following: 


Gu d a eidaobetedduts d d ‘ de a 


w J d 7B per | d Ueda | egies Ze " 
dat did pial d. did did dion téteseteuua amen 
Wii did 6. idg ied d.. l-dlmeted a ee ere 
and Lididid:d dite usens apmeleskemsiee ane 
m d 2 didtdtatardzis did dieu a 1 
«© @ dsate id diatdiaw.e P) dias a: a 
(h) ape le ratory oP Welerotetesuus dg: u 
io) sididistotacie d Totataid atein d- u 
wd Jididcaaiwed d id Pp we d- 
te PRP baer Poe A eee rE eee 


(2) Exercises for Dictation, Memorizing and Singing: 
(a) After writing in major, alter to minor with accidentals. 
(b) Write from memory with customary minor signatures. 
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(3) Exercises in Sight-Singing 


ight-Singing 


d8S 


ining an 


Ear-Tra 


Lesson 10 


ion A. 


Sect 


(1) Write the following scale-steps in treble, first in A major, 


Suggestions for Study 


ina 


lowering 3rd and 6th steps of major; then i 


° 


in a minor, 


then 
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minor, using borrowed signature: 18653425357 i. 

(2) Write the following scale-steps as above, in the bass, first 
in C major, then inc minor: 8783543265783 21. 

(3) Write as above in the treble in E major, then in e minor: 
Seon S\ Ouse 2usG e007 8. 

(4) Write as above in the bass in B major and b minor: 1 6 5 
heSs3 Aa2o3 541, 

(5) Write as above in the treble in F major andf minor: 1 4 2 
ist ait Olay es 

(6) Learn to recite the borrowed signature of each minor key. 

(7) Learn the seventh step of each minor key. 


Section B. 


(1) All active tones may defer their resolution by a skip of a 
third in the direction of their normal resolution. 
Thus, 7 may resolve 7 2 1, instead of going directly to 1. 


Sing 171 3407-21 Cashak eis 
121 325172 1 5831721 
beans | Sil Saal 5 Soler ot 
17.24 Sik 3 Seared 

(2) Thus, 2 may resdlve 2 7 1, instead of 2 1. 

Sing 1321 31271 SRR WEP ey ERS 
heaves! cls Lee pa © EROS | 12 7eii sat 
1327 1 Bieis oy Pee > sale else ela 
Ss g rn 5S fF. fe 51912 fele 43 217 115.193 
tee AES TS SUES AS o2sTt 5°98 3-27 1 


(3) Repeat the above in minor. 
(4) Exercises for Singing and Dictation in major; then in 
minor. 


PROPERTY OF 
ai doy ANIINTY SCHOOL DISTRICT 
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2 


1 


11 


10 


CaS 


=> 


15 


ir 
= 
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tures 


igna 


S 


nor 


M 
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(1) Exercises for Dictation in Major 


Section 


° 
. 


sing in minor. 


te from memory in minor 


(a) After wr 


ing, 


rie 


ing minor signature. 


us 


2 


i 


(b) Wr 


inging 
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-Singing: 


(2) Exercises in Sight 
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CHAPTER IX 
Intervals 


The difference in the pitch of two tones. is an Interval. Inter- 
vals are measured along the major scale from the lower tone as 
Tonic. They are placed in the major scale of the lower tone and 
named from the number of degrees or steps the tones are dis- 
tant from each other. If the upper tone is the 5th step of the 
scale of the lower tone, the interval is a fifth; if the 4th step, a 
fourth; etc. 

Intervals are measured to the octave inclusive. Beyond the 
octave a new series is begun. Occasionally ninths and tenths are 
used, but these are treated like seconds and thirds. 
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Major and Perfect Intervals 


The intervals formed in a major scale, taking its tonic as the 
lower tone, are primes, seconds, thirds, fourths, fifths, sixths, 
sevenths and octaves. There are two titles given to these intervals. 
The primes, fourths, fifths and octaves are called Perfect Intervals, 
because the tones forming these intervals are the most nearly 
related in their number of vibrations. The seconds, thirds, sixths 
and sevenths are called Major Intervals. In speaking of an interval, 
the title is always used. A fifth is a Perfect Fifth, a second a 
Major Second, just as John Smith, a doctor, is Doctor Smith, or 
Frank Jones, a major, is Major Jones. 


Section A. 


Suggestions for Study: 

(1) Learn to recite the intervals from the tonic of a major 
scale. Thus: 1 to 1, a perfect prime; 1 to 2, a major 2nd; 
1 to 3, a major 3rd; 1 to 4, a perfect 4th; etc. 

(2) Write the perfect intervals from the, tonic of the scales 
of G, F, D, Bb and A major (using signatures). 

Write the major intervals from the tonic of the scales of Eb, 
E, Ab, B, Dp major (using signatures). 

[ 64] 
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(3) Write the perfect intervals, using accidentals, from the 
notes oa 


Write the major interval, using accidentals, from the notes 


SSS 


Section B. 
The Major Third. 


(1) Play this: a= striking the tones together. This is 
known as an Harmonic Interval. 

Sing the lower tone, calling it 1, and then the higher tone, 
calling it 3. Name the interval. Listen carefully to this sound. 
You have learned to recognize 1 and 3 played separately. Now 
practise recognizing them played together as an interval. 

(2) Play the tone G; call it 1. Sing 1 3. Play the tones G 


and B together as an harmonic interval: = 


(3) Play F;callit1. Sing 1 3. 
Play F—A as an harmonic interval. 
Play D: callit 1: . Sing 13. 
Play D-F# as an harmonic interval. 
Play Bb. Callit1. Sing 1 3. 
Play Bb—-D as an harmonic interval. 
(4) Play the following: 


After playing each, sing the lower tone 1 and then the higher 


' tone. Afterward, sing 3 first and then 1. 


(5) Pitch Drill: 
(a) 2 may also resolve 2 4 3, instead of 2 3. 
Sing in major and minor, using numbers and letters, in the 
keys of C, F and G. 
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123 31243 
1243 32431 
1243.01 32435 
147.113.2493 30) Avsilaial 
1324321 3.19% 1,2.4°3 
15123243 

18171243 


5 3,24:53 


5.3 243.9 8 
iets fie aie ea 


853243 
81243 
8 -2,8:102 Avs 


(b) Write on the staff in the keys of C, F and G major 


and minor. 


(6) 4 may resolve 4 2 3, instead of 4 3. 


Sing 1 3 4 3 
153645273 

Or 4 may resolve 4 2 1. 

Sing 1 3 42-1, 


Sing 1 3 4 2 3. 


Sing sl Sea 20s: 


(a) Sing in major and minor, using numbers and letters, in 


the keys of C, F and G. 


13243421 od RB a 
135421 121423 
13740017 1 131423 
1342358 131421 
143421 

17143423 


3124 
318423 
St 453-4098 
3143423 
3513421 
3551423 


§342171 
5143421 
5835421 
§142321 
853421 
835423 
83542321 


(b) Write on the staff in the keys of C, F and G major 


and minor. 


(7)-Exercises in Sight-Singing: 


i 1/ 


oS a Ee ee 
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The Perfect Fifth: 


Section C 


= 


Sing the lower tone (1) and then the higher 


again as an harmonic interval. 


(1) Play this: 


Play it 


(5). 


Name it. 


several 


then the 3rd 


’ 


Play the 5th 


= 


times, comparing the two sounds. 


Play this: 


hollow sound 


Note the empty, 


sound of the 3rd. 


Note that the 3rd fills in the hollow- 


of the 5th as contrasted with the full, round 


Sing 1 3 5. 


Sing 1.0. 
ness of the 5th. 


First play 


Sing a perfect 5th up from the following tones. 


, taking it as 1: 


each tone 


Note. A 5th may always be found by first thinking 1 3 5. 


Singing 
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After singing each 5th, play it as an harmonic interval. 


Play the following: 


Afterwards sing 5 and then 1. 


Sing the tones 1 and then 5. 


(2) Exercises for Dictation: 


Each may be written 


and used for singing. 


Melodies containing 2 4 3 and 4 2 3. 


in other keys and time 


values, 


(3) Exercises in Sight-Singing: 
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Minor Intervals 
The title of the Interval determines its Quality. The quality 


of an interval may be changed by altering the pitch of either tone 
one half or one whole step. This alteration of the pitch of either 


tone of the interval does not change the number-name of the in- 


: terval. 


even if the pitch of B is changed 


E to B is always a 5th 


The Perfect and Major Intervals, formed from the tonic to the 
other steps of the major scale, are used as a standard of measure- 


to Bb, or E to E#. 
ment. 
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If a Major Interval is made one half-tone smaller, its title is 
changed to Minor. Therefore, there are major and minor 2nds, 
3rds, 6ths and 7ths. 

Note. The terms major and minor, as applied to intervals, have no con- 


nection with the same terms as applied to scales, except as they mean greater or 
lesser. 


Section A. 


Suggestions for Study: 

(1) Write the Minor Intervals from the tonic of the keys of 
A, G, Bb, F#, Eb and B major. 

(2) Write the Minor Intervals, using accidentals, from the 


Section B. 


(1) The Perfect Fourth (5 8) and Minor Sixth (3 8). 
(aye Play-123208S tronucG 
Think 13 5 5 8 Think 5 8. Sing it. Test on 
piano. 


Write it on staff thus: Be 


Play it as an harmonic interval. Name it. 
Play 1 3 5 8 from G, F, D and Bb, and study the 
perfect fourth as outlined as above. | 


Play the following: 


Sing the lower tone, calling it 5, and the upper tone, 
calling it 8. Afterwards play each interval, and sing 
8 first and then 5. The perfect fourth from 5 to 8 is 
one of the most commonly used intervals. A great 
many songs begin with it. 

(b) Play 1 3 5 8 fromC. 

Think 1 3 3 5 8. Sing 3 5 8. Sing 3 8. Test on 

piano 
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Write 3 8 on staff. Name it. Play it as an harmonic 
interval. Sing it again after playing, singing 3 and 
then 8. Play again, and sing 8 and then 3. 

Play 1 3 5 8 from G, F, D and Bb. 

Practise the minor 6th in each key as outlined above. 

Play the following: 


(2) Pitch Drill: 

6 may resolve 6 4 3 instead of 6 5. 
Sing :— 
13565 35675 SOO o 1 585643 82785643 
ie 5A 2 155.06 43 Oo ee 65 64524 1271643 
135643 3110.5 0 P0755 835643 571643 
16531 3116 4:35) 91.6493 2-178 1:6 55 5721643 
16431 351653 51643 81643 
164321 351643 5643 


The above numbers should be written on the staff in C, F and 
G, treble and bass. Then they should be referred to later and 
sung from the staff by number and letter. They should also be 
used for dictation. After they have become comparatively easy 
in major, they should be studied in minor by lowering the 3rd and 
6th. They should also be written inc, f and g minor and sung 
by number. 


(3) Exercises for Dictation: 
Melodies containing 6 4, for dictation and singing: 
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These should be written in other keys and in the minor mode, 


and with different note-values. 


Section C 


7 


853465 


83465 
81465 


(1) The skip 4 6 5 is also used. 


Pitch Drill: 
Sing 13565 


1 


53465 


1364. OF 503.1 


134653 8 
35465 
5°3:4 6 5 


2 565504-0°5 


§34653 8 
The above numbers to be written as directed in Lesson 12, 


Section B, page 71. 


Melodies containing any of the skips 7 2, 2 4, 6 4, 4 6. 


(2) Exercises for Dictation and Singing: 
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in minor and 


also 


. 
» 


ther keys 


ino 


tten i 


i 


The above should be wr 


with different note 


-values. 


(3) Exercises in Sight-Singing 
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The Up-beat 
Rhythm in music may begin with the accented or the un- 


accented pulse of the meter. This corresponds to the rhythm 
or kind of foot used in poetry. If the rhythm begins with the 


accented pulse, the effect is — ~ ora trochee. If the rhythm 
begins with the unaccented pulse the effect is WwW — or an 
iambus. 


When the rhythm begins on the accented pulse, the measure 
will correspond to the space between the bars, thus: 
{.Ma-ry, -Ma-ry, quite con - tra- ry 


pe ipl hale chins 
When the rhythm begins on the unaccented pulse in duple 
meter, a measure will extend from the unaccented through the 
accented pulse, thus: 
re coe sare of ight were fall-ing fast 
ree ene FU Sete 
When the rhythm begins on the unaccented pulse in triple 
meter, a measure will extend from the second unaccented through 
the first unaccented pulse, thus: 
3. US =) long — = spiaaee and sat down be - side her 
Eee Ta ee IP Sr ee bee Pee 2 
Section A. 
Suggestions for Study: 
(1) Erect (using accidentals) a Perfect 5th 
Minor 6th 
Major 2nd from 
Perfect 4th E, A, D, G, B 
Minor 3rd and F#. 
Major 7th 
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(2) Erect (using accidentals) a Major 3rd 
Minor 2nd from 
Major 6th Db Ab, C,F, 
Perfect 5th Bb and Eb. 
Minor 7th 


(3) Name the following intervals: 


(4) Scan the following lines, marking the long and short 

syllables: 

Jack and Jill went up the hill. 

Rock-a-by baby on the tree-top. 

Sing a song o’ sixpence. 

Humpty Dumpty sat on the wall. 

Maxwelton’s braes are bonny. 

Flow gently, sweet Afton. 

O say, can you see, by the dawn’s early light. 

By yon bonnie banks and by yon bonnie braes. 


(5) Make rhythmic outlines of each, as in Examples 1, 2 and 
3, page 74. 


Section B. 


(1) (a) Play the following: 


Sing each; first the lower tone (3), and then the 
higher (8). 
Play each again, and sing 8 first and then 3. 
(b) Play 1 3 5 8 from C. 
Think 1 5. Think 5 8. 


Play the following: = 
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Sing each, singing the lower tone first. 


Note the 


resemblance in quality between the fifth and 
fourth; but the difference in the quantity of each 
interval due to its position in the scale. 

Repeat this practice in the keys of G, F, D and Bb. 


(c) 
Think 1 3. 


Sing each, singing the lower tone first. 


Play 1 3 5 8fromC. 


Think 3 8, 


Play the following: = 


Note the re- 


semblance in quality and difference in quantity. 
Repeat this practice in the keys of G, F, D and Bb. 


(2) The Up-beat in 2/4. 
Practise these exercises as follows: 


Intone the rhythm. 


Use the arm to indicate the beat. 


1 (2 indicates 1-2, 1-2. 


Ee Ot SP ie) aba pp spe 
(Arm starts Down-up.) 

1hetd tiene Ve ' 
ad fee ud \ 
tidideve Said oan 
add iddadvene ' 
add ieadaeie Pi 
4 ddddie d lededt 
od ddidddiid dai 


Indicate 1 2 3 
Indicate 3 1 2 


Down-up, down-up— 


Up-down, up-down indicates 2-1, 2-1. 


Contrast with J id d id J id 5) ids 


y Contrast with d id é 


(Arm starts Up-down.) 

“« « 
7 

«“ “ 
“ 

u w 


(down-right-up) 
(up-down-right) 


ay: 
1 
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Intone the rhythm and beat the meter. 


Bi dddiddd id od 1 d+ uContrast with diddd iddd id didn 
me dad jdueed tou “ “ did eid gile eidtio es 
3d daid Gidddid-u “ « did dad ddiecgiectous 
sidaaddigiaicdie de i c:s 8 C gi eclasle oredisle oto 
Bid didi idosdedididia wed: s v a a lde ds Nddsdedidid one & 
8 dd dad P| ddidddddd: dn e 6 alae edie P| ddiddddddidn 
td didddddidddid-n © u« did didddddidddidn 


(4) The Key of D. 


(a) In beginning the study of a new key turn to any of the 
groups of numbers in the preceding pages and prac- 
tise singing them, using the letter-names of the new 
key. After singing a group, write it on the staff in 


both clefs. 


(b) For practice of the new skips 8 6 5,8 4 3,8 2 1. 


Play d'. Think 1 3 5 8. 
Sing 8565 85343 


1865 81865 
3865 865843 
5865 3843 


$121 
821 

82321 
82171 
1:89.44 

3821 

5821 
is Pacer | 
gsi 
35821 
53821 
82821 
83821 
82.471 
82151 


(5) The following groups are to be practised: 
(a) Recite the numbers of a group. 


(b) Play 1 3 5 8 from D. 
(c) Think the sound of the group. 


(d) Sing the group, with numbers and letters, and test on 


‘piano. 
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Section C. 


Bb. Call each tone 


D 


G 


’ 


F 


(1) Play the following tones: C 
1 and sing the major 3rd and perfect 5th up from it. 


Play the 3rd 


and 5th harmonically after singing them. Try to determine for 


yourself the different quality in the sound of the 3rd and the 5th. 


@ Sd 
> $ 
“ 
4 
3 
5 
as) 
oOo 
= 
=) 
3 
bo 
& 
S 
a 
Bp 
cB) 
Oo 
= 3S 
= as 
S 2) 
~ 
2 B) 
a oe 
os S| 
BY 
ues 
ue 
& 
% wo 
gs 
3 
we 
ae 
iC) 
a~ 
N 
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dictated. 


(b) Decide meter. 


(c) Represent the pulses and outline the rhythm. 


(d) Write the numbers. 
(e) Place on the staff. 


the melody (a) 


(f) After the melody (a) has been played 


and then 


should be played. Contrast the two, 


write (a!) on the staff. 


breathing; the un- 


-beat is easily felt and recognized when it is associated with 
g felt as the exhalation 


the accented pulse bein 


Note. The up 
accented pulse as the inhalation. 


breathing; 


a 
a a 


| 


oa 
Ie 


we. 


== 
eae ter = 


ES ey 


(3) Exercises in Sight-Singing: 
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Lesson 14 


Diminished and Augmented Intervals 


There are diminished 
7ths and octave 
If a Perfect Interval or a Major Interval is made one half-tone 


If a Perfect Interval or a Minor Interval is made one half-tone 
larger, it becomes an Augmented Interval. 


smaller, it becomes a Diminished Interval. 


Ss. 


3rds, 4ths, 5ths, 6ths, 


2nds, 


primes, 


There are augmented 


7ths and octaves. 


, 4ths, 5ths, 6ths, 


3rds 


2nds, 


primes, 


If the upper tone agrees with 


oe 
>o¢ 
2k 
s 2 
Ee 5 
ae ae 
a 
id 9) 
gq © 
(cB) 
a8 
fe) 
vay 2 
5 
a 
ee i. 
28 
patel ies 
zee 
Poe 
ee bre 
o) ORS 
He ees 
7 Bins 
eas 
Ce ees 
Oo 2 0 
gfe 
iene 
=| 
oO 
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the major scale of the lower tone, the interval will be either major 
or perfect. If it is one half-tone smaller than a major interval, it 
is called minor; if one half-tone smaller than the perfect or minor 
interval, it is diminished; if one half-tone larger than the perfect 
or major interval, it is augmented. 


Compound Meter 


Duple, triple and quadruple meters are known as simple meters. 
All rhythms used in 2/4, 3/4 and 4/4 are made by adding the pulses 
or dividing a quarter-note by two or a multiple of two with the 
exceptional subdivision inte three or five. If a constant triplet 
subdivision is desired, the Compound Meters are used. 

-A six-pulse meter is a duple meter, each pulse divided into 


triplets: <e fe 


List of Rhythms: 


| : 5 Pes 
d. bate ‘sed ede 
ugot Je Jd eg J Te 
Jes) pel ee pS Ss 
Passes OR 
Pay Tm Im 


A nine-pulse meter is a triple meter, each pulse divided into 


triplets: 9 mn st All rhythms used in 6/8 will recur in 9/8. 


A twelve-pulse meter is a quadruple meter, each pulse divided 


into triplets: me ee mee eat All rhythms used in 6/8 will 


recur in 12/8. 
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Section A. 
Suggestions for Study: 


(1) Erect (using accidentals) an 
Augmented 8th 
Diminished 5th 
Minor 3rd 
Diminished 4th from D, A, F, C and E. 
Augmented 6th 
Augmented 4th 
Minor 7th 


(2) Erect (using accidentals) a 
Diminished 8th 
Minor 2nd 
Diminished 3rd 
Perfect 4th from C, A, E, C# and F#. 
Augmented 5th 
Minor 6th 
Diminished 7th 


Note. In the exercises given above the augmented and diminished in- 
tervals are to be written using the given tone as lower tone. If a given interval 
is to be made augmented or diminished, it is generally made augmented by raising 
the higher tone; made diminished by raising the lower tone. 

The terms raise and lower are used instead of sharp and flat, as a natural is 
also used to raise or lower the pitch of tones. 

If the higher tone of an interval is raised the interval is larger. If the lower 
tone is raised the interval is smaller. 


Higher tone Higher tone 


Lower tone Lower tone 


If the higher tone is lowered, the interval becomes smaller. If the lower 
tone is lowered, the interval is larger. 


A ene Higher tone Higher tone 


Lower tone 


ee eee ee Lower tone 


(4) Write examples four measures in length, of 4/4 and 6/8 
meters, using added and divided beats. The rhythms may be 
copied from a composition. 
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Section B. 


(1) (a) Play the following: 

(b) Sing each, singing the lower tone first—using the num- 
ber and letter-names. If played in a register impossible for sing- 
ing, think the separate sounds. 

(c) Name the interval. 


(2) Study of 4/4 Meter: 


4 
Tap the beat 1-2-3-4, and intone the rhythm. 92 are 
—_——>> 3 


Use your arm to indicate the beat: down, left, right, up. 


Md ddiddddidddd io 0" 
Od dddiddddidd dd iddd u 
Oddddiddddidd dd id d u 


(3) Phrases for Dictation: 
(a) Represent the rhythm. 
(b) Write numbers. 
(c) Place on the staff. 
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Section C. 


(1) Study of 4/4 Meter, added beat: 
Tap the beat or use the arm-movement—down, left, right, up. 
Intone the rhythm: 


pe dhebdmidless eels tdtesento 

Wigeerd-dnta id ds. d 10 0 
(On dtdidce Vou ou tele a .eueo i 
mee ry mh i katy) he 0 
ood Jer PA d lo 1] 
© gees ona ee Bate ci ond tonmee 
‘Sinsie olMere Pesto cia i 
wits: sbi iwe No OE) dave i 
Wed db dig. td ae orate ld ai dees 
w d dtemio ae py EPP ae ) 


(2) Phrases for Dictation and Sight-Singing: 
(a) Decide the meter. 
(b) Decide up-beat or down-beat. 
(c) Represent the rhythm. 
(d) Write the numbers. 
(e) Represent on the staff. 
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Section A. 

Suggestions for Study: 
(1) Erect, using accidentals, an Augmented 2nd 
a Major 6th 
an Augmented 5th 
a Diminished 7th 
a Minor 6th 
a Perfect 4th 


(2) Erect, using accidentals, a Minor 3rd 
an Augmented 4th 
a Diminished 7th 
a Perfect 5th 
a Diminished 2nd 
a Major 7th 


(3) Name the following intervals: 


from G, 
B,A, Bb, 
Gb. 


from Cb, 
B, G, A, 
Eb. 


(4) Write examples, four measures in length, of 4/4 and 6/8 


_ meters, using an added beat and a divided beat. 
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Section B. 


(1) The Minor Third (3-5). 


(a) Play 1 3 5 8 from C. 
Think'1 3°35) | Think?3°5. Sings Test. 
Think 1. Sing 3 5. Write on staff. 
Name the interval. 
Play 1 3 5 8 from G,F,D and Bb, and study the 
minor 3rd in each key as outlined above. 


(b) Play the following: 


Sing each; the lower tone first, calling it 3; then the 
higher tone, calling it 5. Each of these minor 3rds is 
3 to 5 in a major key. 

(c) Play each. Think the tones as 3 5. Sing 1. If this 
is, at first, difficult you may play 1, but try to think 
it, and practise constantly until you can do it easily. 

(d) Play the following notes: E, A, B, F#, D. Call each 
in turn 3. Think 3 1. Place on the staff. Name. 
Think 3 5. Place on the staff and name. 


(e) In each of the following groups play the open note, 


think and sing the black note. 


(2) 4/4 meter, divided beat. 
In the following exercises intone the rhythm and tap the beat. 


Wr) dcdndhtiddddedeund 


A J d to v) 

edi dad Ndknid odd duedee od ddd tee , 
Olid sdb sadcedeMie td. Cod don tlie 
dd ee d nn cmaadime 0 
) gd ' ! Alp d lo " 
Olded  daddia nese ie tare da vatune 
) d Bye ee ued aNd ede daddare 0 
(y J Aiple id aiaid id Joe d v2 dw 
ey Jitdnidddda teedeeteone 0 
od dadddid d id datdadidice " 
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(3) Melodies for Dictation and Singing: 


Section Cc. 


45 
179) 
o 
on 
el 
EO. oat 
oo 8 
&e 
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& 
col g 
wns 
ES ate 
ise) | 
oS Che 
ne ae 
~~ Ow 
os 
a Peahad 
~ 
a oo 
Qe wn 
uo 
io eee 
a) 
Pal oO 
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Play 1 3 5 8 from F, G, D and Bb, and study the major 


6th in each key as outlined above. 


3B 
2 
3 
= 
Ke) 
os 
o 
G 
~ 
eal 
a 
a 
=> 
ae) 
\ 


then the 


Sing each; the lower tone first, calling it 5; 


3. 


calling it 


(c) If each 6th is 5 to upper 3 


higher tone 


decide the key of each. 


Sing the keynote (8) of each 6th. 


’ 


Play again. 
(d) Play the following notes: 


F. Call each 


A, 


’ 


D 


Place on the staff and name. 


C, 


G 


in turn 5. Think 5 3. 


-Singing: 


(2) Exercises in Sight 


| 
l 
t 
I 
Mi 


= 
a2 SS ee Mec, 
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The Inversion of Intervals 


Intervals are inverted by placing the lower tone one octave 
higher. 

The interval C to Eisa major 3rd, as E is the 3rd step of the 
scale of C. The inversion of C to EisEtoC. The interval from 
E to C isa minor 6th, for C# (not C) is the 6th step of E. In the 
same manner the major 2nd, C to D, inverts to a minor 7th, D to C. 

The perfect 4th, C to F, inverts to a perfect 5th, FtoC. The 
perfect 5th, C to G, inverts to a perfect 4th, G to C. The major 
6th, C to A, inverts toa minor 3rd, A to C. The major 7th, C to 
B, inverts to a minor 2nd, B to C. The minor 3rd, C to Eb, 
inverts to a major 6th, Eb to C. 


The augmented 2nd, from C to D#, inverts to a diminished 
7th, D# to C. The diminished 5th, B to F, inverts to the aug- 
mented 4th, F to B. 


From the above may be made the following table: 
Upon inversion, a Major Interval becomes Minor. 
> ig a Perfect Interval remains Perfect. 
an Augmented Interval becomes Diminished. 
a 2nd becomes a 7th. 
a 3rd becomes a 6th. 
“a a a 4th becomes a Sth. 


Note. Both of these tables read from either side. A major 2nd becomes 
a minor 7th; a minor 7th becomes a major 2nd, etc. 
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Inversion of intervals saves time in naming intervals. For 
example, if the interval C down to E be named, it is much easier to 
think of it as a minor 6th, the inversion of the major 3rd C to E, 
than to think in the key of E, etc. 

The intervals down from 8 are the inversions of the intervals 
up from1. The intervals up from 1 are major and perfect. Down 
from 8, minor and perfect; 8 to 2,a 7th; 8 to 3, a 6th; etc. 


Section A. 


Suggestions for Study: 
(1) Learn the table of Inversions. 
(2) Invert and name the following: 


Section B. 


For practice of the skips 5 2, 2 5 
(1) Play Bb. Think 1 3 5 8. 
Sing 855°8)2°8 So 7a086 
3508250 342-558 
826759278 te2e5o1 
125232271 Speen k 
PP yi Pee awe | 
So iecel Stis225 31 
e2e1 SS 52541 
LE Se 29581 576-568 226508 
85258 Cetera | 
a er erepea! be Pas ts ee es 
Sele fA urs 3723094" 9548 
T7325 6;5.2 3 
4 
(2) 4/4 meter. Up-beat. Arm-movement iy, f 
Tap the beat and intone the rhythm. 
@ d ddiddddid AA lo Contrast with gid daditdic edd ‘2 td- 
dd ddid ddtddd di ot ue « diddddid 199999 ae 
©d ddisddédeta Aue to ll a « did ddiddedddid ve tden 
Wd did ddiddddddiaon « « didddddid Jaddiddddddid-n 
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(3) Exercises for Practice in Dictation: 


Se SS es ee SS ee io 
Sl a 
1 eS SS Se 
2 ot Se 2 oS 5 Se Se seer 


— 
aioe 
Be ee 


Section C. 


(1) Lesson 14 completed the study of the intervals which 


are found in combinations of 1 3 5 and 8, with the exception of the 
unison 1 to 1, and the perfect octave 1 to 8. 


Following is a table showing the relation of these intervals 


when inverted. 


1 
1 
1 
3 


| 


1 Perfect prime (L 1) Bee ) 1 - 8 Perfect octave (L 8) 
3 Major 3rd (+3) Saree 3 - 8 Minor 6th (—6) 
5 Perfect 5th (L 5) b 5 — 8 Perfect 4th (L 4) 
5 Minor 3rd (—3) ( cate ea Ph = 3 Major 6th (+6) 


Success in studying intervals depends upon the ability to con- 


struct any combination of 1 3 5 8 from any tone. Practice along 
this line is helpful beyond all calculation, since it not only givesa 
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positive knowledge of useful intervals, but also a method of think- 
ing which develops the ability in melodic dictation and sight- 
singing. 

Below are three arrangements of all the intervals in the keys 
thus far studied. 

In (A) the intervals are arranged by inversion. 

In (B) all intervals having the same lower tone are grouped 
together. 

In (C) there is no plan of arrangement, these being only for 
practice after A and B have been thoroughly studied and practised. 

These lists are for practice and constant reference. Each 
student should have (A) and (B) clearly in mind and write out 
such arrangements from memory. 

As a new key is studied, arrange and study the intervals in 
this manner. 
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Lesson 17 
Staff and Scale Position of Intervals 


The position on the staff and in the major scale of the 
most used intervals should be learned. This saves the trouble of 
measuring the intervals. Following is a table of intervals on the 
staff and in the major scale. 


Staff: 
Maj. 2nds. All but E-F, B-C, which are minor. 
Maj. 3rds. C—E, F-A, and G-B. Others minor. 
Per. 4ths. All except F—-B, which is augmented. 
Per. 5ths. All except B-F, which is diminished. 
Maj. 6ths. C-A, D-B, F—-D, and G-E. Others minor. 
Maj. 7ths. C-B, F-E. Others minor. 


Major Scale: 
Maj. 2nds. All but 3-4, 7-8, which are minor. 
Maj. 3rds. 1-3, 4-6, 5-7. Others minor. 
Per. 4ths. All but 4-7, which is augmented. 
Per. 5ths. All but 7-4, which is diminished. 
Maj. 6ths. 1-6, 2-7, 4-2, 5-3. Others minor. 
Maj. 7ths. 1-7, 4-3. Others minor. 


Stati Scale 
Aug. 4ths. F-B 4-7 
Dim. 5ths. B-F 7-4 


Nore. These are the only augmented and diminished intervals which 
pete on in staff or in the major scale without altering the pitch of tones with 
accidentals. 
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In a minor key the following augmented and diminished in- 
tervals occur, formed by the lowered 3rd and 6th steps: 


Aug. 4th : 4-7; 6-2. Aug. 2nd : 6-7. Auge othr: 327. 
Dim. Sth : 7-4; 2-6. Dim. 7th : 7-6. Dim. 4th : 7-3. 


Intervals are Consonant when they sound finished and do not 
need resolution. Such intervals, found between the rest tones, 
are all the perfect intervals and the major and minor thirds and 
sixths. 

Intervals are Dissonant when they require resolution. These 
are the major and minor 2nds and 7ths and all augmented and 
diminished intervals. 


Section A. 


Suggestions for Study: 
(1) Learn the position on the staff of the major and perfect 
intervals. 
(2) Learn the position in the major scale of the major and 
perfect intervals. 
(3) Learn the position on the staff of the augmented and 
diminished intervals. 
(4) Learn the position in the major scale of the augmented and 
diminished intervals. 
(5) Learn the position in the minor scale of the augmented and 
diminished intervals. 
(6) Write and resolve the augmented 4th and diminished 5th in 
keys of C, F, G, B and D major. 
Write and resolve the augmented 2nd and diminished 7th 
in keys of c, a, g and b minor. 
Write and resolve the two augmented 4ths and the dimin- 
ished 5ths in keys of e, d, f and f# minor. 
Write and resolve the augmented 5th, and diminished 4th, 


in keys of a, c, d and g minor. ' 
Example: The augmented 4th and diminished 5th in a major 


‘scale are from 4-7 and 7-4. 
Following are these intervals in the key of G major: 


e oF 


Aug.4 Dim. 5 
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Following are the augmented intervals in g minor: 


Aug 2 Aug. 4 Aug.4 Aug. 5 


The tones of the intervals resolve according to the law of active 
and rest tones. 


Section B. 
(1) Practise the Intervals of Lesson 16, Section C, Page 92. 
(2) Exercises for Practice of the Skip 5 4, 45: 
Playsal asi a7 hink 1-35 874 5.4,3:1. 
Sing the following. 
Write on the staff in keys of A major and a minor. 


15131 1:6 5.4.371 113151 3451 

ie 31 3.1.5.4 3 71— 1.354 § 5.4.5 324 
153431 354.324 134581 SAS a3 ol 
15431 5315431 13.5345 1 5345 6 
1:76.54 3:2 le 5 Seca). Lael ret 12345671 


(3) 6/8 Meter. Tap the following and intone the rhythm. (a) 


add gd iid as ie elec aee 
Pe ipekrerperier verre 

Repeat, dividing each pulse into triplets. (b) 

As a six-pulse meter is a compound of a duple meter, each pulse 
divided into triplets, compare the following exercises with the above. 
Tap the pulse as in 2/4, and intone. 

God dt de det de de de de on 
aR ITIITTI STILT STINT ded 8 


In beating 6/8 meter in a moderate or fast tempo, beat as in 
ie 
duple meter: down, up, Ne { mentally dividing each pulse 


into three. 
In beating 6/8 in a slow tempo, beat as follows: one down; two 


; 6 
beats to the left; two beats to theright; oneup. 9 «— 1 t sa 5 
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For use in these lessons, beat as a duple meter. 


Practise the followin 


one the rhythm. 


and int 


? 


g; beat 1 2 


AB REE 
BBR 


oe Ma =e 


207 Wee 


(4) Phrases for Dictation containing 5 4 


iT 
Ee ee 


2 


| 
l 
1 
| 
1 
1 
1 
1 
\ 


ee a a 


i 


1 gt 


(a) Outline rhythm—two dots in a measure: 


g measure . 


place pencil on 


dot as the pulse recurs and decide the number of notes to the pulse. 


If there are three, place 3 under the dot. 


’ 


As the phrase is played 


ting the pulses. 


represen 


Number 2 would be outlined 


eel bs 


(b) Pitches are dictated and outlined in the usual manner. 


aes 


3 


g 


i re rritrrh 


6 
8 


In harmonizing phrases in 6/8 for dictation, use an accompaniment 


Number 8 might be played thus: 


NOTE. 
which will give two pulses in each measure. 
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Section C. 
1 (a) Contrast the following exercises, beating 1 2. 
ae erPrriperrerierrrerke 
EPC Pree rrr rrr ere Pree 
APEEY Ure eeieher een 


(b) Practise the following; beat 1 2, and intone rhythm. 


Po pr eprl elrv tire ob 
SOUPYEP VORP Y ON PeER. Oop cc 
slong ee 
PS pp oy spel did ¢- n 
Sam Jee anki ae e di STILT dso: " 
8 PE AN mpl diiw awd did: as u 
yd ded edad Co aoea ese me 
@ dealt Vedi: end bedae ae oem 


A SS SS Se ee ee ee ee ee eS 2 SE 
Pa —_}—__1—_| | 6 sk = oD EO OT Ee Oe 
= 
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CHAPTER X 
Chords 


A Chord is three, four or five tones placed one above the other 
in thirds; all the tones to be sounded at the same time. 

The tone upon which the chord is built is the Root of the chord. 

The next tone is the third, the next the fifth, the next the 
seventh, the next the ninth* of the chord. Each toneis named from 
its interval-relationship to the root of the chord. 

A three-tone chord is a Triad. A four-tone chord is a Chord 
of the Seventh (seventh-chord). 

Zi 


Triad. Chord of the 7th. Chord of the otf 


A five-tone chord is a Chord of the Ninth. 

A chord may be built upon each tone of a key. 

A chord is named from the degree of the scale which is used as 
its root. If the root is the first degree of the scale, it is a One 
Chord (1), or Tonic Chord; if the fifth degree, a Five Chord (V), or 
Dominant Chord; etc. 

Roman numerals are used as symbols of chords. 

Most chords are triads with a duplication one octave higher of 
one of the tones, generally the root. The tonic chord is 1, 3, 5, 8; 
the dominant chord, 5, 7, 2, 5; the subdominant chord, 4, 6, 8, 4; the 
two-chord 2, 4, 6, 2; the six-chord, 6, 8, 3, 6; the three-chord, 3, 5, 7, 3. 


The I, V and IV chords consist of a major 3rd and a perfect 
5th from the root. These chords are major chords. The II, VI 
and III chords consist of a minor 3rd and a perfect 5th from the 
root. These chords are minor chords. The VII chord consists of 
a minor 3rd and a diminished 5th from the root. As this chord 
upon seven is imperfect, i. e., the only chord with a diminished Sth, 
and is included in and used as the seventh-chord built upon the 
dominant, it is not considered, by most theorists, as an independent 
triad. 

A chord is major or minor according to the size of its third. 
“In this connection the 9th is an independent interval. 

{101} 
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Lesson 18 
Section A. 
Suggestions for Study: 


Nore. As chords are used in this book only in broken form in melodic 
construction, not as in four-part chord-writing, these exercises are to be written 
in the treble, in close position. 


(1) Erect the I, V, II, IV, VI, III chords in every major key, 
using signatures. 


Example: =f4 


(2) Learn the quality of the chords in a major key. The I, V 
and IV chords are major; the II, VI and III chords are minor. 

(3) Learn to recite rapidly the numbers of the scale-degrees 
which make up the chords. Example: The I chord, 1, 3, 5, 8; the 
Wechords 528/78 255 rete 

(4) Reduce the tones in each measure to thirds and name 
the chord: 


Section B. 


(1) Review the intervals of Lesson 16, Section C, page 92. 
Add the following: 


(2) (a) Play the tonic chord of every major key. 
(b) Hold down the keys (of the chord) and sing as an 
arpeggio: 123 5.82° Ss5 3.1. 
(c) Hold down the keys and sing, first by number, then by 
letter, the root, third, fifth and octave. 


(3) Melodies for Dictation and Sight-Singing: 
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Arm-movement 
pS Ss 
ddd 
da 
ddd 


is easily recognized as a limping or lame 


1d 


In outlining the rhythm J jim§ write a 2 under the dot. 
Tap the beat and intone rhythm. 
i] 
i] 
' 
1 


The figure 
(1) Practice of the up-beat in 6/8 meter. 
(2) Exercises in Sight-Singing: 


figure. 


1 


This is the only combination of two notes on a pulse in 6/8. Number 


2 would be outlined 8 3 3 '3 


| 
(a) 
(b) 
(c) 
(a) 


Section C, 
1? 
d 
d 
ddd 


inging 


d Sight-S 


° 


ming an 


Ear-Tra 


a 
& 
3 
7) 
Y 
< 


Mendelssohn 15 
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Chords 


Rousseau 19 


LEsson 19 


In Minor, chords are erected in the same manner as in major. 
The quality of the chords is different, because of the lowering of the 


third and sixth degrees. 


and 


The I and IV chords have a minor 3rd and perfect 5th 


are Minor Chords. 


The V and VI chords have a major 3rd and perfect 5th, and 


are Major Chords. 


and isa 


The II chord has a minor 3rd and diminished 5th 


Diminished Chord. 


and is an 


The III chord has a major 3rd and augmented Sth 


Augmented Chord. 


= 
% 
a 
° 
= 
= 
os 
i 
= 
7) 
2 
= 
Lal 


The III chord is seldom used in major or minor. 


NOTE. 


A chord is diminished or augmented according to the size of 


its fifth. 


A Seventh-Chord, i. e., a chord of four different tones, may be 


The seventh-chord upon 


All seventh-chords demand that another chord 


built upon each tone of the key except I. 


I is questionable. 
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shall follow to make them complete, and as the I chord is the key- 
centre and must give a feeling of rest, we should not kill this 
feeling by adding a seventh. 

The seventh-chords built upon V and II are the most used. 
V’ and II’ are symbols of these chords. 


ae The most used ninth-chord is the one built 


upon V, the V° chord. This chord is most sat- 


@545 isfactory when the root is omitted, ,V°. 
9 


v wv? 


Section A. 
Suggestions for Study: 


(1) Erect the I, V, II, IV, VI and III chords in every minor 
key. (See illustration, p. 105.) 

(2) Learn the quality of the chords in minor (the I and IV, 
minor, etc.). 

(3) Erect a V’ and II’ chord in every key. Learn the numbers 
of the scale-degrees which make these chords. 

(4) Erect a V® chord in every key. Learn the numbers of the 
scale-degrees which make this chord. 

(5) Each of the following measures consists of the tones of 
some chord in the key of D major. 
Reduce to chord-formation and name the chord, 


me 
eras 
od 


(6) Play first the I, then the V, then the I chord in every 
major key. 
Play first the I, then the IV, then the I chord in every 
major key. 
Play first the I, then the IV, then the V then the I chord 
in every major key. 
(7) Repeat the same in minor. 
(8) Learn the names of the pitches of the tonic, dominant 
and subdominant chords in every key. 


> > = pal =k 
S = 3 o 3° 
oy Wn c 54s 
oO 

% @ o oS 

a a te a 

. 75 ee 

: zg 3 ee 

§ oo gs 
3 “> 8 ta 
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nn aos ie 3 o 

Gq 4 ao 

So Be ae 28 
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= o oh OD :- 
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5 UN = aes 32 
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ee: oo evo seee ae 
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& rao ee oat ay N gs 
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S aang 4o) jes oes gb 
= By a ls : 
mo i) by ee ots 3 
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he mind 
Phrases 


In memorizing the phrase t 
possible to remember in one section can be easily retained by 


should divide it into two sections, as the breath demands in singing. 


which are im 
g 


breath between these sections. 
a mental catch breath. The mind does not easily retain a passage which 


is longer than that which the average singer can sing in one breath. This is the 


foundation of phrasing in music. 


catch” 
takin 


“cc 


Section C. 


Section C, 
B, page 86. 


f Lessons 18, 


ic exercises O 


. 


the rhythm 


Review 
page 103; 17, Section C, page 98 


(1) 


ion 


and 15, Sect 


Practise rhythms while walking about the room, 


. 
J 


taking 
ividing and 


(2) 
a step for each pulse and intoning the figures, subd 


adding the pulses. 


-Singing: 


an Sight 


xerc1ses 


(3) E 


Folk-Song 
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Chords 
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READING LESSON 

Chords are used in music to establish keys and to give accents. 
The progression or resolution of one chord into another gives an 
accent. The chord upon the unaccented pulse resolves into the 
chord upon the accented pulse, making the accent. 

Chords are built upon the tones of the key, i. e., the different 
pitches found by dividing a string into thirds, and not upon these 
pitches arranged in the major scale relationship. 

The chords are related and progress to the I chord, as these 
tones are related to the key-tone. If we begin with C, the tones 

3 


of the key are: So = 


These tones as roots 
of chords and arranged in 
this order are: III 
VI 
II 
V 
I 
IV 
As we progress away from C, the tones become less active; 
as they come nearer C, more active. In arranging the chords we 
transpose the position of the IV chord, and place it between the 
II and VI, as the II’ chord includes the tones of the IV, and is 
nearer the key-centre. 
= W We begin with the I chord, and may progress 
goes to any chord. As all other chords are active, they 
ie will immediately begin to progress to more active 
chords until they come to rest on the I chord. 
If we progress from the I to the VI, the VI will progress to 
some chord nearer the centre, the IV, II or V, and then to the I. 
We may consider the series of chords as a six-story building. 
We take the elevator from the first floor to the sixth floor. If we 
jump from the window we move down, going faster and faster 
until we reach the ground. It would be impossible to turn back 
atany point. Wego from I to any other chord, but all other chords 
must progress to a chord nearer the centre of the key. 
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The V and IV chords are the only chords which may progress 
immediately into the I. The other chords will pass through V or 
IV before going toI. The III always goes to IV or II before going 
to V. 

There are many exceptions to these progressions, but the funda- 
mental progressions are most used and should be thoroughly learned 
before exceptions are attempted. 


CHAPTER XI 


Melody—Regular Scale-Line and Narrow Skips 


A Melody is a succession of single related tones. A melody 
must have form and rhythmic variety. 

A melody should be smooth or legato. As stepwise or diatonic 
progression is the smoothest progression in music, a melody may 
progress up or down a major scale. 

In a major scale there are rest tones and active tones. All 
active tones resolve to the nearest rest tones. Fundamentally, 
all active tones in a melody should resolve. Theoretically, the 
progression 3 4 5 is not possible, as 4 must resolve to 3; 5 6 7 8, 
as 6 must resolve to 5; 8 7 6 5, as 7 must resolve to 8; but see 
Chapter XII. 

A tone may be repeated usually not more than five times; 
although two or three repetitions are enough. Repetitions give 
poise to a melody. 

Next to stepwise or scale progression, the skip of a third is the 
smoothest progression. 

From the rest tones the jump of a third may be made in either 
direction. If the jump is made to an active tone, it must resolve. 
In jumping from 5 to 7, 7 will resolve to 8. 

From the active tones jumps are naturally made in the direction 
of their resolution—up from 7, down from 6 or 4, and either way 
from 2. 

Only one skip of a third will be made in the same direction. 
The jump of a third from a tone and immediately back to the tone 
may be made, as 1 3 1. 

These are the fundamental laws which govern simpie melodic 
movement. From these, or by breaking these laws, we learn 
to use the more interesting melodic movements. 

In literature sentences of different construction are used as 
forms in which to express a complete thought. In music there are 
similar forms. The smallest form expressing a complete thought 
is a phrase. 

A melody in phrase-form may be of any length. When regu- 
lar, it is four measures. A phrase may begin on an accented or 
unaccented pulse, with any tone of the tonic chord, i.e., 1,3, 5 or 8. 
A phrase must end on an accented pulse of the fourth measure, 
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with the key-tone, 1 or 8, preceded by some tone of the dominant 
chord, 5,7 o0r2. If the meter is duple or triple, it will end on the first 
pulse. In a compound meter, it will end on either the primary 
or secondary accent. This ending or close is a Perfect Authentic 
Cadence. 

A melody may also end on either 3 or 5, but the effect is 
incomplete and is equivalent to a question-mark in punctuation. 

As a summary: fundamentally, if a melody is correct: 

(1) All active tones will resolve, therefore the progressions 
345, 567 8, 87 6 5, cannot be used. 

(2) A tone may be repeated two or three times. 

(3) From rest tones jumps of a third are made in either 
direction. 

(4) From active tones jumps of a third are made in the 
direction of their resolution. 

(5) A melody may begin on an accented or unaccented pulse 
with 1, 3, 5 or 8. 

(6) A melody will end on an accented pulse of the fourth 
measure with 1 or 8, preceded by 7 or 2. 

(7) The melody will be a four-measure phrase in length. 


LEsson 20 
Section A. 


Suggestions for Study: 

(1) Write a melody in each major key, employing the funda- 
mental laws given above. Use the following meters: 2/2, 2/4, 
3/2, 3/4, 3/8, 4/4, 4/2, 6/8, 6/4. Make the rhythm uniform, i. e., 
a note for each pulse except in the last measure. Use an addea 
beat to the last measure. 

(2) How to write melody. Rule four measures on the staff. 
If the meter is to be 3/4 and the rhythm begins on the accent, make 
three dots under each measure to represent the pulses. On the 
first pulse write, 1 3 5 8. As this is a simple meter, the melody 


must end on the first pulse of the fourth measure. Place 1 and 8 
on that pulse. On the pulse preceding, 5, 7 or 2 must be used to 
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make a cadence. The fifth degree cannot be used, as the jump 
from 5 to 8 is larger than a 3rd. Begin with any tone, 1 3 5 8, 
and progress according to the above laws and arrange the tones 
one on each pulse, having the melody end so that either 7 or 2 
goes to8. You might begin with 5, use 6 on the next pulse, which 
must progress to 5, repeat 5, jump to 7, which should resolve to 8, 
jump to 3, come back to 2, jump to 7, which resolves to 8. 


In the same way, if the melody is written in 4/4, beginning 
on the up-beat and ending on the secondary accent. Make the 
outline first, then write the tune. 6/8 is constructed in the same 
manner. 


Section B. 


(1) Review the Intervals of Lessons 16, Section C, page 92; 
18, Section B, page 102; and 19, Section B, page 107. 
Add the following: 


(2) Unrelated or Absolute Intervals—Major and Minor 
Thirds. 


(a) Play each of the intervals of (1) and sing (1 3) (Major 3rd). 
Play the lower tone, sing the upper. 
Play the upper tone, sing the lower. 

(b) Play each of the intervals of (2) and sing 3 5 (Minor 3rd). 
Play the lower tone, sing the upper: 
Play the upper tone, sing the lower. 

(c) Play each of the intervals of (3) and determine if it is 

a major or a minor 3rd, testing if itis 1 3 or 3 5. 
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and 


(3) Review the chords of Lessons 18, Section B, page 102, 


Section B 


4 


page 107. 


’ 


(a) Play the Dominant (V) Chord in every Major Key. 
(b) Hold down the keys and sing as an arpeggio 5 7 25: 


19, 
Secnie os 


(c) Hold down the keys and sing, first by letter, then by 


number, the root, third, fifth and octave. 


(4) Melodies for Dictation and Singing, containing progres- 


sions allowed in Lesson 20, Section A, page 113. 


These melodies are to be dictated, outlined and written in the 


usual manner. 


Section C. 


(1) Review Lesson 19, Section C (1) and (2), page 108. 


(2) Exercises in Sight-Singing: 


ight-Singing 


d8S 


ning an 
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Folk- Song 
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CHAPTER XII 


Melody—Irregular Scale-Line and Narrow Skips 


Fundamentally, active tones have to resolve, but they may be 
forced in the wrong direction by progressing along the scale. The 
progressions 8 7 6 5, 5 6 7 8, and 3 4 5, are permissible be- 
cause in each of these progressions the scale-line and the pitch of the 
first and last tones is heard, and not the character of the separate 
tones. 

In progressing up or down a scale, if the melody stops, turns 
back, or repeats a tone, the scale-line is broken. The tone at which 
the break is made is brought into prominence. If this tone isa rest 
tone, there is nothing involved. If it is an active tone, it must 
resolve. In progressing up the scale, the melody may turn at any 
tone except 7, which, because of its own upward tendency, is forced 
to proceed to 8. In progressing down the scale, the melody may 
turn at any tone but six or four, which are similarly on the way 
down and will have to continue. 

Fundamentally, jumps of a third are made, from active tones, 
only in the direction of their resolution. Jumps of a third in the 
other direction, i. e., down from 7, up 6 or 4, are possible, but the 
melody must turn back immediately. 

After a jump of a third from an active tone, contrary to the 
direction of its resolution, the melody may, first, return along the 
scale and resolve the active tone, e. g., 7 5 6 7 8; second, it may 
jump back to the active tone and resolve it, 7 5 7 8; third, it may 
turn back for one tone and progress down the scale, 7 5 6 5 4 3. 
The same applies to the other active tones. 


LEsson 21 


Section A. 


Suggestions for Study: 
(1) Write a melody in each major key, using 3/2, 3/4, 3/8, 44, 
4/2, 6/4 and 6/8 meters. Rhythm uniform, in the same manner 
as in the preceding lesson, but forcing the active scale-degrees in 
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the wrong direction, i. e., using the progressions 3 4 5; 5 6 7 8; 
8 7 6 5; and jumping a third up from 6 or 4, and down from 7. 


Section B. 


(1) Review the Intervals of Lessons 16, Section C, page 92; 
18, Section B, page 102; 19, Section B, page 107; and 20, Section 
B, page 114. 

(2) Absolute Intervals :. Perfect Fifth and Perfect Fourth. 


(a) Play each of the intervals of (a) and sing 1 5 (Perf. 5th). 
Play the lower tone, sing the upper. 
Play the upper tone, sing the lower. 
(b) Play each of the intervals of (b) and sing 5 8 (Perf. 4th). 
Play the lower tone, sing the upper. 
Play the upper tone, sing the lower. 
(c) Play each of the intervals, of (c) and determine if it is 
a perfect Sth or a perfect 4th, testing if itis 1 5or5 8. 
(3) (a) Review the chords of Lessons 18, Section B, page 102; 
19, Section B, page 107; and 20, Section B, page 115. 
(b) Play the Dominant Chord, followed by the Tonic 
Chord, in every Major key. 
Major key 


a = s 
(. SE | ee aor 
7 = f 


(c) Sing in every key, with numbers and letter-names: 
Sele redes DiOsy <5s1i205,6 S01 1 
DEES, Bots othe med fd, 13:58 


= 


(4) Melodies for Dictation and Singing, containing progres- 
sions allowed in Lesson 21, Section A: 


Ss 
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Section C,. 


(1) Rhythmic Drill. fdee 1 2 0a 3 


w 2 d P| tome da iddddadaaid " 
(b) p) ime ‘eRe Ay pice le sedated " 
(a) d ont dadd sine 1d Pp pre! " 
(e) Joep epee ep 3 idddadne id " 
(f) divdua ddane ara eadeona io er 
in diddddddddidid deddisddddadara + 
ie arbor errewy errr ri rer ek x 
« 3 Bae one pep ieee: Poehler ere Pere Ne 
0) Sra dtd \dsdlddadvadalanetadddadeda or 
Hasso dsdiditeeddidrd end deveteatdvesescdeta ma 
@ (f eddededddieddddrs dnd \d'Me) ol sedetaren 
e) ireePrrePerripe em erere reel te 
Did tae Ey secdia P| Jia Prrrerereoee. re C) 
w diddddddddddddid 0 ddddd 0 iddddddddedddia + 
madirdepdeeds windowless endutenscdadtede sean 


(a) Beat the meter; think the rhythm, then intone the 
rhythm. 


(b) Walk the meter, then intone the rhythm. 
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(2) Exercises in Sight-Sing 
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CHAPTER XIII 


Melody—Wide Skips 


Any skip larger than a third is a wide skip. Skips of all in- 
tervals are made, though a skip beyond an octave is rare. 

All skips must be between tones of a chord. The jump from 
1 to 7 or 7 to 1 is not good, as there is no 7th in the I chord. The 
skip from 3 up to 7 or from 7 down to 3 is not used, as it is part of 
the III chord, which is so far from the key-centre that these skips 
sound as if in a new key. 

After every wide skip the melody will turn and progress in the 
other direction, preferably along the scale. It may continue along 
the scale in the same direction for two or three tones, and then 
turn. Wide skips are better made within the measure, and not 
over the bar. 

In jumping to active tones it is better to jump from above to 7, 
and from below to 6 or 4, so that the melody will turn after the wide 
leap and at the same time resolve the active tones. If a wide skip 
is made to 7 from below, or to 6 or 4 from above, the melody may 
turn and leave the active tone unresolved, as the necessity for 
turning after a wide skip counteracts the demand for resolution of 
the active tone. 

A wide skip may be made in either direction from a rest tone, 
and to any tone except the progressions given above (1 7 and 3 7). 

The natural direction in which to jump from active tones is in 
the direction of their resolution. All skips up from 7 and down 
from 6 and 4 are correct. 

A skip may be made down from 7. The only skips which 
sound well are 7 to 5, and 7 to 2. 

A skip may be made up from 4 or 6 to any tone. 

The most beautiful melodies possess skips of a third, an 
occasional wide skip, repeated tones and a predominance of scale- 
progression. 

The resolution of active tones may be deferred, as long as 
they are resolved after three or four tones. We may progress 5 4 5 
if it is followed by 3, 2 30r1 2 3. Also5 6 7 5 8or5 6 1542.8, 
or5_6 7 5:3.2 8. 
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The ear will wait during the passing of three or four tones for 
an active tone to resolve, but will never feel satisfied unless it 
eventually does resolve. Thus: 


6463 64628 646123 66768 6676286 6676 321 


LESSON 22 
Section A. 


Suggestions for Study: 

(1) Write a melody in each major key in the same manner 
as in previous lessons and use an occasional wide skip. 
Section B. 


(1) Review the Intervals of Lessons 16, Section C, page 92; 
18, Section B, page 102; 19, Section B, page 107; 20, Section B, 
page 114; and 21, Section B, page 119. 


(2) Absolute Intervais. The Minor 6th. 


(a) Play each of the intervals of (a) and sing 3 8 (minor 6th). 
Play the lower tone, sing the upper. 
Play the upper tone, sing the lower. 

(b) As the minor 6th is often confused with the perfect 
4th, play each of the intervals of (a) followed by the perfect 
4th in the same key, as outlined in (b). Sing 3 8 (minor 6th), 
5 8 (perfect 4th). Compare the difference in quantity and quality. 

(c) Play each of the intervals of (c) and determine if it is a 
minor 6th or perfect 4th, testing if itis 3 8 or 5 8. 


(3) Review the chords of Lessons 18, Section B, page 102; 
19, Section B, page 107; 20, Section B, page 115; and 21, Section 
B, page 119. : 

(4) Melodies for Dictation and Singing, containing progressions 


allowed in Lesson 22, Section A and J999 in 2 ana3 
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write 4 under the pulse, 


3 
4 


X ana 


Notg. In outlining the rhythm Ap ye Pe 


Harmonize the Jerr. with one chord. 


In memorizing pitches do not try to remember the numbers 


or the first tone. 


After two 
so that it can 


Relax and listen to the entire tune. 


hy the mind, 


2 
a 


or three playings it should be retaine 


be sung and analyzed. Determine the 


outline of the melody, 


onstruction and general 


ray 


Look 


at the rhythmic outline and determine upon which pulses these 


occur. 


whether scale-line or skips are used. 


scale-line 


1st measure 


Number 1 would be analyzed thus: 
from 1 to 5 on first pulse of the 2nd measure; 


repeti- 


tion of 5 6; 3rd measure, wide skip 5 to rest tone 8; scale-line back 


to 5, and then cadence 2 1. 


sure, 


2nd mea 
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Section C. 
(1) Rhythmic drill for IFFI in 4 axa LITT se 0 S 
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(a) Beat the meter; think the rhythm; intone the rhythm. 
(b) Walk the meter, intone the rhythm. 
(2) Exercises in Sight-Singing: 
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CHAPTER XIV 


Melody—Consecutive Skips 


Any consecutive skips in the same direction in a melody must 
be between tones of a chord. 

From 1 we can use, theoretically, only the tones 1, 3, 5, 8 (I 
chord or 1 4 6 8 (IV chord); rarely 1 3 6 8 (VI chord). 

From 5 we can use, theoretically, only the tones 5, 7, 2, 4, 6 
(V® chord), or 5 1 3 5 (I chord). 

From 4 we can use, theoretically, only the tones 4, 6, 8, or rarely 
3 (IV’ chord), or 4 6 2 4 (II chord). 

From 2 we can use, theoretically, only the tones 2, 4, 6, 8 
(II’ chord), or 2 5 7 2 (V chord). 

From 6 we can use, theoretically, only the tones 6, 8, 3, rarely 
5 (VI’ chord), or 6 2 4 6 (II chord). 

From 7 we can use, theoretically, only the tones 7, 2, 4, 5, 6 
(V® chord). 

From 3 we can use, theoretically, only the tones 3, 5, 8, 
(I chord), 3, 6, 1 (VI chord). 

Consecutive skips in the same direction are made for one 
measure, one-half measure, or one pulse. 

Consecutive skips are not continued beyond the bar, as this 
keeps the same chord, and chords must change over the bar to 
give an accent. 

Consecutive skips are generally followed by scale-line, or single 
wide or narrow skips in the opposite direction. (After consecutive 
skips, skips in the other direction are dangerous, because they are 
apt to give poor chord-progression. This will be avoided by using 
the scale-line for three or four tones.) 


LEsson 23 


Section A. 


Suggestions for Study: 

(1) Write a melody in each major key, employing the meters 
and constructions of the previous lessons, adding consecutive skips 
in the same direction. 
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Section B. 


(1) Review the intervals of Lessons 16, Section C, page 92; 
18, Section B, page 102; 19, Section B, page 107; 20, Section B, 
page 114; 21, Section B, page 119; and 22, Section B, page 124; 


and add Ab major. 
(2) Absolute Intervals. The Major 6th. 


(a) Play each of the intervals of (a) and sing 5 3 (Major 6th). 
Play the lower tone, sing the upper. 
Play the upper tone, sing the lower. 
(b) As the major 6th is often confused with the perfect 
4th, play each of the intervals of (a) followed by 
the perfect 4th in the same key, as outlined in (b). 
Sing 5 3 (Major 6th), 5 8 (Perfect 4th).’ 
Compare the difference in quantity and quality. 
(c) Play each of the intervals of (c) and determine if it is a 
major 6th or a perfect 4th, testing if it is 5 3 or 5 8. 
(3) (a) Review the chords of the preceding lessons. 
(b) Play the dominant seventh-chord (V’) in each major 
key, followed by the tonic chord: 


(c) Sing the V’ chord in arpeggio form in each major key: 
5 7 2 4, followed by 3 1. 
(4) Melodies for Dictation and Singing, containing progres- 


sions of Lesson 23, Section Aand Sood in 4 ana 8 pe gs em esiee: in § 


131 


Melody—Consecutive Skips 


| 
| 
el 
' 
\ 


in 4/4 with 4 under pulse. 


In outlining the rhythm FRR 


In outlinirg the rhythm 


NOTE: 


6/8 with 6 under pulse. 


in 


(1) Review rhythmic drill of Lessons 21, 


Section C 
and 22 


page 120; 


ion C, 


Sect 


Section C, page 126. 
(2) Exercises in Sight-Singing 
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Melody—Consecutive Skips 


CHAPTER XV 
Minor Melody 


We have seer that the minor scale is made by lowering the 
third and sixth degrees of the major scale. In the same way any 
major melody may be made minor by lowering its third and sixth 
degrees. 

A minor melody may be written with the proper minor signature, 
which is borrowed from the major key of the same name as the 
third degree. When using the minor signature the seventh degree 
has to be raised by an accidental. 

Minor melodies are constructed in the same manner as major 
melodies. In a minor scale the progression from 6 to 7 is an Aug- 
mented 2nd. An augmented 2nd sounds like a minor 3rd, which 
is a skip. If the scale-progression 5 6 7 8 is seen on the paper, 
we expect to hear the smooth diatonic progression of: major and 
minor 2nds. In minor, when using the progressions 5 6 7 8 or 8 
7 6 5, we hear the jump of the augmented 2nd, while the eye sees 
a scale. In order to overcome this discrepancy and make the 
progression sound diatonic, the 6th degree is raised when it pro- 
gresses up to 7, and the 7th degree is lowered when it progresses 


Nore. To avoid confusion, remember that in thinking and writing in minor 
the 7th is always raised, as the minor signature lowers the 3rd, 6th, and 7th 
degrees of the major scale. 


In studying the above, remember that you help 6 up to 7 by raising it, and 
7 down to 6 by lowering it. 


This results in what is known as the Melodic Form of the Minor 
Scale. It isa modification of the Harmonic Form, and is used only 
in melodic progression when 6 goes up to 7, or 7 down to 6. 

The following are exceptions: The form with the lowered 
7th is used in the ascending scale-line, when the IV, II or VI 
chord is used for the harmonization. The raised form of the scale 
would clash with the tones of the chord. For the same reason, 
the form with the raised 6th is used in the descending scale-line 
when the V chord is used for the harmonization. 

[134] 
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In making a wide skip down to 6 and progressing back along 
the scale up to 8, the raised form is used if the chord impression 
is the V. If it is the IV, the lowered form is used. In making a 
skip from any tone up to 7 and progressing down the scale, the 
raised form is used, as the chord impression is always the V. 

The Augmented 2nd is retained while jumping in the V 
chord. For example, the following appears to have a scale-pro- 
gression, 7 6 5 4, but it is in reality an arpeggio, formed from 
the tones of the V® chord, and affects the ear as such. 


4276642 ? v? 
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Section A. 


Suggestions for Study: 

(1) Transpose six of the major melodies of the last lesson into 
the Parallel Minor Key. In each case, change to the minor sig- 
nature and raise the 7th degree. If there are any 6th degrees going 
up to 7, raise the 6th as well. If there are 7th degrees going 
down to 6, lower the 7th. 

(2) Construct six new melodies in minor. Use occasionally 
the progressions 6 7 8 and 8 7 6. 


Section B. 


(1) Review the intervals of the preceding lessons. 
(2) Absolute Intervals. Comparison of Major and Minor 
Sixths. 


(a) Review carefully Lesson 22, Section B (2), page 124, 
and Lesson 23, Section B (2), page 130. 
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(b) Play each of the intervals of (a) and determine if it is a 
Major or Minor 6th, testing if it is 5 3 or 3 8. 
(3) Review the chords of the preceding lesson. 
(4) Melodies for Dictation and Singing: 


Minor melodies are to be dictated the same as the major 
melodies. | 


Section C. 
(1) Rhythmic Study: & do ™ % ana 3 
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Folk-Song 


Folk- Song 


Folk-Song 


CHAPTER XVI 
Regular and Irregular Rhythms 


Rhythm is regular when the longer notes occupy the accented 
pulses of the meter. It is irregular when the shorter notes occupy 
the accented pulses of the meter. 

Following is a table of divided and added pulses of a regular 
quarter-note rhythm in duple and triple meter. All additions and 
subdivisions in half and eighth-note rhythms are in proportion. 
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4/4 corresponds to 2/4 with the addition of a dg and J. on 


the first pulse. 
[139] 
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Following is a table of divided and added beats of a regular 
eighth-note rhythm in a six-pulse meter. 


sl é 
7 see 2) 

PRP ETE, 
Sddddddddedd 
dudddddladad 
du ded da 
re. ere 

Aa Ay, on first pulse may be followed on second by 4 B)) 
Jame 
Preece) 
I dead 
d f3 
d: 72 
dé: Par] 
d d a4 « « « « « any other 
« «@ « «@ « « “ « § division 


au 


Regular and Irregular Rhythms 141 
—__cc..=j7=—{T=Knnawjrwjo0orl=lzle>qlolel_eoooaa—e—SseseSseaca—eaeeee EE 


Outline of Melody-Writing 


Scale-Line Skips 
I. Rest Tones. I. A 3rd (a narrow skip). 
If. Active Tones. (a) From Rest Tones. 
1. Both directions. 
(a) Must resolve. (b) From Active Tones. 
(b) May be forced along 
scale-line. 1. In direction of reso- 
1. In progressing up, lution. 
do not turn at 7, 2. Contrary to direc- 
2. In progressing tion of regular resolu- 
down, do not turn tion. 
at 6 or 4. (a) Must turn. 
(c) Force after wide skip. 
(d) Force by using con- 
secutive skips. 
(e) Delay resolution. II. Single wide skips. 
III. Minor. (a) Must be part of a chord. 


(b) Must turn. 
(a) Lower 3rd and 6th of III. Consecutive skips. 


major. (a) Must spell a chord. 
(b) 6 to 7, raise 6: 7 to6, (b) Conform to the meter. 
lower 7. (c) Must turn. 
LEsson 25 
Section A. 


Suggestions for Study: 


(1) Construct twelve melodies in minor, using duple or triple 
meter and any of the regular rhythms given in Chapter XVI. 
(2) Learn the outline of Melody-Writing. 


Section B. 
(1) Absolute Intervals: 


(a) Play each interval: listen to its sound, determine its 
quantity and quality; test by singing numbers. 
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(2) Intervals in a Minor Key: 


(a) Rewrite all the intervals of Lesson 16, Section C, page 


in the parallel minor key. 


91 


(b) Learn the difference in the position of the Major and 


Minor 6th and 3rd in a Minor key: 1 3 a Minor 3rd, 3 5 a Major 


using both 


§ 3a Minor 6th. 


(c) Practise in the same manner as in major. 
(3) Practise chords as in the preceding lessons, 


3 8a Major 6th 
major and minor.modes. 


9 


3rd 


In outlining rhythms there are two figures of three notes which falf 


(4) Melodies for Dictation and Singing, employing JF 


NOTE. 


on one pulse; the triplet, and 
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For these exercises all consecutive skips in the same direction 


are in the tonic chord. 
(a) Follow directions for pitch analysis given in Lesson 22, 


Section B, page 124. 


Section C. 
(1) Rhythmic Study: J F3 is Zand FJic g 
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CHAPTER XVII 
Period-Form 


A phrase in music corresponds to a simple sentence in English. 
In English we often use a compound sentence, which is in reality 
two sentences, one qualifying the other, each expressing a thought. 
In music a Period corresponds to this form. 

A Period, when regular, consists of two phrases, each usually 
four measures long. The first is the Antecedent Phrase, the second 
the Consequent Phrase. A period begins as any phrase, but the 
antecedent phrase ends with some tone of the V-chord, 5, 7 or 2, 
instead of 1 or 8. This gives the effect of being incomplete, and 
makes a Semi-Cadence. The consequent phrase ends with 1 or 8, 
a Perfect Authentic Cadence. . 

A Period is in Parallel Construction when at least the first 
measure of the antecedent and thatof the consequent phraseare alike. 

There are three stages of parallel construction: 

(1) When the first three measures of the consequent phrase are 
like the first three measures of the antecedent phrase, the cadence 
alone being changed. 

(2) When the first two measures of the antecedent and the 
consequent phrase are the same. 

(3) When the first measure of the antecedent is the same as 
the first measure of the consequent phrase. 
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Parallel Construction 
Section A. 


Suggestions for Study: 
(1) Construct six periods in parallel construction. For each 
antecedent phrase make three consequent phrases, one of each 
stage. (See model below.) 
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Section B. 

(1) Review the Absolute Intervals of the preceding lessons. 

(2) Continue the study of intervals in misiur as outlined in 
Lesson 25, Section B, page 142. 

(3) The intervals used in a key have been between the tones 
1 3 5 8, which is the Tonic Chord. 

The Major 3rd, 1 - 3, from the Root to the Third of the chord. 

The Minor 3rd, 3 — 5, from the Third to the Fifth of the chord. 

The Major 6th, 5 — 3, from the Fifth to the Third of the chord. 

The Minor 6th, 3 — 8, from the Third to the Eighth of the 
chord. 

The Perfect 5th, 1 — 5, from the Root to the Fifth of the chord. 

The Perfect 4th, 5 — 8, from the Fifth to the Eighth of the 
chord. 

Harmonic, and most Melodic Intervals, are parts of a chord 
and sound in relation to the Root of the chord. 

Since the I, V and IV chords are major chords, their interval 
content is the same. 

As these chords are used in composition, the same intervals 
occur between different scale-degrees. 


In the V, or Dominant Chord: In the IV, or Subdom. Chord: 


Major 3rd, Root to Third, from from the 4th-6th degrees 
5th-7th degrees 
Minor 3rd, Third to Fifth, from from the 6th-8th degrees 
7th-2nd degrees 
Major 6th, Fifth to Third, from from the 1st-6th degrees 
2nd-7th degrees 
Minor 6th, Third to Eighth, from from the 6th-4th degrees 
7th-5th degrees 
Perfect 5th, Root to Fifth, from from the 4th-8th degrees 
5th-2nd degrees 
Perfect 4th, Fifth to Eighth, from from the 1st-4th degrees 
2nd—Sth degrees 
All these intervals are consonant intervals, or intervals which 
are complete and do not need resolution. As they occur in the I 
chord there is no question as to their position in the key. As dif- 
ferent chords are used and four or five intervals occur in a chord, 
other than the I chord, there is a danger, because of their consonant 
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quality, of losing the feeling of the active and inactive scale- 

degrees, or the key-centre. This cannot happen if the change of 

chord is recognized and the position of the intervals in the chord 

is known. For example, in this series the first three intervals, a 

Major 3rd, 1 3, a Perfect 5th, 1 5, a Minor 6th, 3 8, are known to 

be in the I (tonic) chord, as music generally begins with the I chord. 
é 


The next interval might be heard in the following ways: 

(a) Asa Majer 3rd, but not in the I chord. If the new 
chord is recognized as the V chord, its position is known to be 
from the 5th to the 7th degree of the scale. 

(b) If the scale-degrees 5 and 7 are recognized, it is known to 
be a Major 3rd and a part of the V chord. 

(c) The 7th degree might be recognized as the upper tone of 
a Major third, so the interval is from the 5th to the 7th degree and 
in the V chord. 

The next interval might be heard: 

(d) As a Perfect 5th and in the same chord as the preceding 
interval, therefore from the 5th degree to the 2nd. 

(e) If the scale-degrees 5 and 2 are heard, it is known to be 
a Perfect 5th in the V chord. 

(f) It is more likely to sound I to 5, or Root to Fifth. This 
interval is felt to be a part of the same chord as the preceding 
interval, so it could not be from the 1st degree to the 5th, but from 
the Root to the Fifth of the V chord, and from the 5th degree to 
the 2nd. 

The next interval, a Perfect 4th, will undoubtedly sound like 
5 up to 1; the next, a Minor 6th, 3 up to 8. Unless we realize that 
these intervals are in the same chord as the two preceding and 
sound in relation to the root of that chord, the key-centre is lost. 
If they are known to be a Perfect 4th, from the 5th to the 1st (or 
Root), and a Minor 6th from the 3rd to the 8th of the V chord (not 
of the scale), they are easily placed in the key. 

The last interval is heard as a Major 3rd in a different chord. 
As only the I chord can follow the V chord, the interval must be 
from 1 to 3. 

(4) Learn the positions of the intervals in major chords, 

i. e., major 3rd from Root, Third, etc. 
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(5) Learn the position in the scale of the intervals in the 
V chord, i. e., Major 3rd from 5 to 7, etc. 


(6) In each series (a) is in the I chord, (b) the V chord, and 
(c) the I chord. 


(a) Practise (a) as before. (b) Hear first the size of the 
interval, then place in the chord, then in the scale. 
(b) Play lower tone and sing the upper tone of each. 
Play upper tone and sing the lower tone of each. 
(c) Rewrite in the other keys and practise in same manner. 
(7) Continue chord-practice in the same manner as in the 
preceding lessons. 


(8) Melodies for Dictation and Singing: 
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(a) Play the entire tune. 
(b) Name the form (Parallel Period). 


(c) Decide the meter. (The meter is determined in Period- 
Form the same as in Phrase-Form, by the number of pulses in a 
phrase. Number 1 will be recognized as a period in 2/4 and not as 
a phrase in 4/4, because of the semi-cadence.) 


(d) Dictate first the Antecedent Phrase in the usual manner, 
outlining rhythm, then pitches. 


(e) Dictate Consequent Phrase. As these melodies are all 
Parallel, 1st stage, it will not be necessary to make a new outline; 
only change the cadence. 


Section C. 
(1) Rhythmic Study: 2). h-38 J. hd 
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d) 


or sp 
so that the pulse is clearly defined. Exaggerate at first. 
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In singing (a) d dd 


NOTE. 
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second beat 
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six antecedent phrases to have three consequent phrases; thus: 


Section B. 


(1) Continue the practice of Absolute Intervals as in the pre- 


ceding lessons. 


(2) Review thoroughly Lesson 26, Section B (3), page 146. 


(3) Practise the following intervals as outlined in the last 


lesson, page 148. 


inging 
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(4) Play the I-V’-I chords in every major key, as outlined. 


2nd stage, and Contrasting Construc- 


(5) Melodies for Dictation and Singing. 


Parallel Construction, 


ddd 
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In No. 1, the first 


-Form 


To outline the rhythm J, } tie the 
Ap, d in $ 


Period 
two dots and place a check after 2nd dot. 


(a) Dictate one phrase at a time as in the preceding lesson. 


In these melodies it will be necessary to make a new outline for 


phrase would be outlined as follows: 
(1) Rhythmic Study: 


the consequent phrases. 
Section C. 


d 
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(2) Exercises in Sight-Singing: 
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CHAPTER XVIII 


Figure or Motive. Exact Repetition and Sequence 


A Figure in music is a group of notes arranged in a pattern, 
generally one measure long. A figure is used to express an idea 
from which is developed the complete thought, which makes a 
phrase. A figure makes a melody more comprehensive to the 
listener, because it permits of uniformity of design. 

A figure is used in two ways: (1) In exact repetition when it 
is repeated on the same pitches; (2) in exact sequence when it is re- 
peated on different pitches, the interval relationship of the tones 
remaining unchanged. More than one, or at most two, repetitions 
are seldom used at a time. There may be two or three sequences. 


LEsson 28 
Section A. 


Suggestions for Study: 

(1) Construct six Periods, three parallel, three contrasting; 
each antecedent to have three consequent phrases. 

Develop each from a figure of one measure, used in exact 
sequence and repetition. Thus: 


(=a) SRL  peeonrr psc ll maar] 
Repetition Sequence Repetition Sequence of 
Figure of Figure of Figure New figure of Figure 4st Figure 


i i d for the 
Note. In contrasting construction a new figure must be use 
consequent phrase. It may be similar to the first figure. (See example.) 


Section B. 


(1) Play F-G —= as an harmonic interval. Name it. 


Notice that this interval needs something to make it complete, 
i. e., it needs resolution. Intervals which need resolution are 


Dissonant Intervals. 


Play it again and note that the lower tone resolves down, while 


the upper tone is held: —= 


[155] 
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Play G-F $25 as an harmonic interval. Name it. 


Notice that this interval also needs resolution; that the upper 
tone resolves down and the lower is held. 


As an harmonic interval is part of a chord, the Minor 7th and 
its inversion must be part of a seventh-chord. The most_used 
seventh-chord is the V’, therefore the Minor 7th is heard as 5 to 4 
and the Major 2nd as 4 to 5, parts of that chord. 


To distinguish the 2nd from the 7th; the lower tone of the 
2nd resolves, and the upper tone of the 7th resolves. 


(a) Play each of the intervals of (a) and sing 4-5 (Major 
2nd). 
Play the lower tone, sing the upper. 
Play the upper tone, sing the lower and resolve it to 3. 
(b) Play each of the intervals of (b) and sing 5-4 (Minor 
7th). 
Play the lower tone, sing the upper and resolve it to 3. 
Play the upper tone, sing the lower. 
(c) Play each of the intervals of (c) and determine whether 
it isa Major 2nd or Minor 7th, testing whether it is 4-5 or 5—4. 


(2) Make exercises of absolute intervals as given in Lesson 
25, Section B, page 141, and add the Major 2nd and Minor 7th. 


(3) Practise the following intervals as outlined in the pre- 
ceding lessons. The two dissonant intervals are used in section (b). 


(4) Continue chord-practice of preceding lesson. 
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aD Cee 
(a) In analysis of melodies, note 


4 
4 


and 


figure in re- 


the use of a 
measure 1, is a figure 


meas- 


In No. 1, 
measure 5 a repetition of 1, measure 6a 


d the sequence. 


petition an 


’ 


ition of 1 


is a repet 


ure 2 


luable ai 


inva 


° 


Analysis of the use of figures is an 


sequence of 5. 


izing. 
(b) After writing, mark figures, sequences and repetitions, 


to memor 


e 


ion A 


le, Secti 


as in examp 


158 Ear-Training and Sight-Singing 


Section C. 
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In studying the J°3 be sure that the sixteenth is felt as 


the last of a group of four sixteenths not as a part of a 


triplet 


(2) Exercises in Sight-Singing: 
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CHAPTER XIX 


Figure. Modified Repetition and Sequence 


A figure can be used in repetition and sequence in modified 
forms. 
A figure can be modified by 
(1) Adding tones to the figure: 


Figure 


(2) Changing rhythm. 
(a) Dotting notes. 
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LEsson 29 
Section A, 
(1) Suggestions for Study: 

(a) Construct two Periods; one parallel, one contrasting, 
one major, one minor, in 4/4 and 6/8 meter: each antecedent 
phrase to have three consequent phrases. 

Develop from a figure, one measure long, used in repetition 
and sequence, modified by adding tones and changing rhythm. 


(b) Construct two periods asin (a). Develop from a figure 
one measure long, used in repetition and sequence, modified by 
adding tones, changing rhythm, and size of the intervals. Thus: 


(c) Construct two periods, as in (a); develop as before 
using part of figure in sequence and repetition. Thus: 


(d) Construct two periods, as in (a); develop as before, 
using the figure in inversion. Thus: 


Section B. 
(1) Continue practice of Absolute Intervals as outlined in 
Lesson 28, Section B, page 155. 
(2) Intervals for Practice in the I and V’ chords. 
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(a) In melodic analysis determine figure first, then modifi- 
cations. 


(b) In outlining rhythm JTJ place 2 under dot and a 


check after, as this is the only figure of two uneven notes. 
No.3. 95,3 53 5! 
(c) After writing, mark figures, sequence and repetitions. 


Section C. 
(1) Rhythmic Study: J 9 4 
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CHAPTER XX 
Period-Form (continued) 
Parallel Construction by Sequence and Inversion 


A period is in parallel construction when at least the first or 
the first two measures of the consequent phrase are a sequence of 
the antecedent phrase; it is then said to be parallel by sequence. 

A period is in parallel construction when the first or the first 
two measures of the consequent phrase are an inversion of the ante- 
cedent phrase; it is then said to be parallel by inversion. 

LEsson 30 
Section A. 

Suggestions for Study: 

(1) Construct periods, making the consequent phrase a 
sequence of the antecedent. Thus: 


(2) Construct periods, making the consequent phrase an 
inversion of the antecedent. Thus: 


Section B. 
(1) Continue practice of Absolute Intervals. 
(2) Intervals for Practice in the I and V’ chords in minor. 
(a) Review Lesson 25, Section B (2), page 142. 
(b) Note the changed position of the Major and Minor 3rd 
and 6th in the I chord in minor. The intervals of the V’ in major 
and minor are the same. 
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Section C. 
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CHAPTER XXI 
Setting Words to Music 


In setting words to music we shall begin with the common 
poetic form, the four-line stanza in trochaic tetrameter. The 
relation of this form to the phrase- and period-form in music is 
very Close. 

First scan the poem for long and short syllables; then find the 
number of long (or accented) syllables in the complete thought. 
Each long syllable will occupy an accented pulse in music. 

The smallest form in music used to express a complete 
thought is a phrase. 

The meter is determined by the number of long syllables in 
the complete thought of the poem. If there are four long syllables, 
the meter will be duple or triple; if eight, either a four- or a 
six-pulse meter. 

The meter, whether duple or triple, is decided by the kind 
of feet used in the poem. A trochee (—~) would be duple, 
a dactyl (—~ ~) triple. If the short syllable comes first, as in an 
iambus (~—), the music will begin on the up-beat. 


“Twinkle, twinkle, little star, 
How I wonder what you are; 
Up above the world so high, 
Like a diamond in the sky.” 


Ye -~ - - - ~ - © 
HO 
~~ --~ - -~ - EC 
disse =. © 


Notre—Each line has a silent short syllable. 


As this would be a compound sentence in prose, we use a 
Period in music. In the first phrase (two lines of the poem), there 
are eight long or accented syllables. Therefore we have either a 
four- or a six-pulse meter. At first sight we seem to require 4/4 
meter, because of the constant trochaic rhythm. In reciting this 
poem we shall find that we really scan it —~~ with one silent 
short syllable. If this is the case, we shall use 6/8 meter. This 
seems the better, though either is possible. 

[169 ] 
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The poem takes the following arrangement as to measure and 
phrase: 


Twin-kle, twin-kle, lit- tle star, tow 


i 
f°) 2d ee ee eee 
G di dedicder Juda ae sere me eee 
Up a-bovée the world so high, Like . retires io Nets re 
Jv-dedgs ol Ul ale a) ee Jee ee 
Jad did hdd Ir dd HI Hd. 


The melody will follow the melodic laws. The choice of high 
or low tones is determined from the importance of the words and 
syllables. The range will be from one to one and one-half octaves. 
In speaking the word ¢twinkle the inflection on the first syllable 
is higher than on the second, so in our choice of tones we should 
select for the first syllable a tone higher in pitch than for the second. 
The most important word in the phrase is placed on the highest 
pitch. We might consider the climax of the phrase to be on how 
wonder, what, or are. Wonder is probably the best. In that case, 
wonder would receive the highest pitch. The choice of parallel or 
contrasting construction is optional. 


Rhythmic variety may be obtained by using two or more 
pitches for one syllable, or by dotting notes. In those first attempts 
it is better to keep the rhythm as uniform as possible. 


Lesson 31 


Section A. 


Suggestions for Study: 


(1) Scan and outline rhythmically for musical setting, the 
following rhymes: 
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Jack and Jill 
*Little Jack Horner 
*Little Miss Muffet 
*Mary, Mary 
Humpty Dumpty— 
(2) Make musical settings of the poems. 


(3) Use stanzas of your own choice or composition in the 
same meter. 


Section B. 


(1) Continue practice of Absolute Intervals. 
(2) Intervals for Practice on I and V’ chords, in minor. 


(3) Continue chord-practice as in Lesson 29, Section B, page 162. 
(4) Melodies for Dictation and Singing. All constructions 
and figure modifications are to be used. 


*It will be found that in these rhymes the second line of each is lacking two syllables, and 
that in reciting we always wait for the time to pass that these syllables would occupy. For 
_ example, Mary, Mary, scans: 
ww — ~~ — Ww —_ 


— a a —] “Mary, Mary, quite contrary, 
How does your garden grow? 
With silver bells and cockle shells 


ues as w~ — ~~ — ee And little maids all in a row.” 
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